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INTRODUCTION TO VOL. VIII 

Tms Tolume, containing 7^ Seven Lampt qf Architecture, follows, in the 
chronological order of Ruakin's principal works, the second volame of 
Modem Painters (Vol. IV.)- That volume was published in 1846 ; no 
further portion of Modem Paintere saw the light until 1856. During the 
intervening decade, the moffnitm opiu was never wholly out of the author's 
mind, but its place of preoedence was for a while usurped by other 
thoughts and tasks. " It is curious,^ he notes in bis diary of 184f9, " that 
in literature the most successful books seem to have been planned as they 
went on." Not Ruskin's books only, but the order in which he wrote 
them, were plazmed as he went on, and his mental journeying at no time 
was free {mm digresaions. At the end of the second volume of Modem 
Paintert, he was rapt in contemplation of "the angel choirs'* of the 
early Italian painters. He followed up that volume by some minor 
writings ou allied subjects to which we shall presently allude ; but these 
were anonymous, and when he next appeared before the public with an- 
other volume, it vaa found to be devoted to the principles and ideals of 
Gothic architecture. This new study occupied him for seven years, and 
its results were embodied in five illustrated volumes — 7^ Seven Lampa of 
ArchUecture (1849), The Stones of Venice, vol. i. (1851), Examples of the 
Archiiecture of Yemce (1851), and The Stones (f Venice, vols, ii, and iii. 
(1858). Id resuming here the thread of Ruskin's literary biography from 
the Introduction to Vol. IV., we have, then, first to explain how it was 
that this architectural episode came to interrupt the progress of Modem 
Painters. 

Raskin did not realise at the time when he started off on his new 
enterprise how long the interruption was to be. When he was writing 
The Seven Lampa, he still thought that one more volume would complete 
Modem Painters ; ^ while, doubtless, he did not foresee how laborious the 
studies for his projected work on Venetian architecture would become.' 
Hence he felt no hesitation in yielding to a new impulse, or — it were, 

I This U dear Aom one of the drafts of the Pre&ce to Seven Lav^, pven below In 
Appendix ii., p. 280. 

■ The Stone* nf Venice wx wiDOoiiMd as Iteing " in preparation " when Seoen Lam^ 
was published ; tee Bibliographical Note Iwlow, p Ii. 
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XX INTRODUCTION 

perhaps, bett^ to B&y — in obeying a new call. He was ever impetaons 
and enthuBiastic ; whatever his hand found to do, he b^an doing with all 
his might on the instant. In 1845 he had heard a fresh call, and bad 
turned from the study of rocks and clouds to that of Fra Angelico and 
Tintoret.^ He hurried home fiill of fervour, and put out the second 
volume of Modem Painters. But already, as we have seen, anotbn in- 
terest was stirring within him. His gift for architectural drawing had 
greatly developed, and he saw aronnd him on all sides the pasung away of 
beautiful buildings which he felt that he had the capacity to luiderstand 
and the skill to record.* It was a question, he said to himself of now or 
never. Whilst he was taking drawings frcwn one side of buildings, the 
" restorer* " were knocking down the other.* Delay would be doubly &tal. 
He might be too late to record, and his readers would no longer be able 
to see. Thus the same burning enthusiasm that first threw Ruskin into 
the defence of Turner, and then into the interpretation of Tiotoret, now 
diverted him to mediaeval architecture.* 

Perhaps, too, something was due to intellectual reaction. Buskin had, 
as we have seen," felt severely the strain of the second volume of Modem 
Painters. Like most great workers, he knew only one form of recreation 
— a change of work. The close study of architecture may have come as a 
relief from that of painting. Certain it is that the diary of his conti- 
nental tour in 184>6* is, for the first time, filled as much with notes on 
stained glass, on sculpture, and on architecture, as with descriptions of 
scenery or pictorial efiects. Something in this latt^ sort there is ;' he was 
then finishing, it will be remembered, a revision for the third edition of 
Modem Pcuntersy vol. i,, and in that edition extracts from his diary of 
1846 were introduced.* But the new feature in the diary is the author^ 
pre-occnpation with architectural details. At Venice he was already busy 
with elaborate measurements of the buildings. He fills many pages, too, 
with notes on Willis's recently-published and epoch-making book on 



» Ses Vol, IV. pp. xivi., 37-*l. 

■ Sm below, Prefkc« to Fint EditioOj § I »., p, 3. 

* See below, p. 3. 

* Vol. IV. p. xxxx. 

* The itdoenry of this tour was M follows : — Milui (April 14), Sena, D^on 
(April 17), Champkmole (April 19), Geneva (April Zl), ChamWry (Apnl 2«), 8L Jesn 



de Manrienne (April 27), Turin, Vercelli (May 4), Arena (May 6), Bergamo (May 7), 
Como, Verona (May 10), Venice (May 14), Padna (May 28), Bologna (June 1), Florence 
(June 7), Vevay (August 10), Geneva (Augurt Ifi), Chamouni (Augiut 23), Lucerne 
(Augurt 31), lYoyes, ChAtillon-sur-Seine (Sept 23). Tlie dates are thoee on whioh 
entries happen to be nude in the diary. 

' See the extracts given in Pntterita, ii. oh. x. g 190. 

' Sea Vol. III. pp. COO, 604. 
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INTRODUCTION xxi 

TV ArchUecture qf the Middle Aga} He was reading also Woods' 
Letters (jf an Arcbiiect,' Points which he afterwards developed in The 
Seven hcaapi were already occurring to him. Ilius, it was during the 
tour of 1846, that Buskin was struck by the system of intersectional 
mouldings, which he discusses at length in this book as a principal source 
of corruption in Gothic architecture (ch. ii. §§ 21 Hq.y pp. 87-99). At 
Chamb^ (April 26) he notes in his diary " a bouse in Uie main street here* 
remarkable as an example of that peculiar domestic Gothic so common in 
Switzerland, and of which one of the marked features seems to be the 
intersection of the rib mouldings at the angles, which I consider very 
ugly." At Ch&tillon-sur-Seine (September 23) he recurs to the subject : — 

" The architecture all the way from Lucerne — and I suppose from 
Schaffhansen — here, shows a most distinct connection, here beginning 
to Tuiish in more grotesque and purely French fonn. I should call 
this architecturcj generally, sectional or Intersections!, its distinguishing 
character being that already noted ... [at ChamMry], that the 
mouldings, instead of uniting with or arising out of each other, cut 
each other and form inelegant fntcTStices, or are themselves violently 
truncated as in my examples taken at Lucerne and Sursee.* Another 
most interesting example occurs in the piers of the bridge of Aarburg 
. . . [reference to a sketch-book], where the sharp anglea which meet 
the current are brought up to square full fronts on which the bridge is 
BDperimposed by brackets, composed of three tiers of semi-circular 
bands or mouldings, whose extremities show their truncations exactly 
in the manner of the beams of a chAlet, from which the idea seems 
taken.* At Besan9on the style appears in great perfection — more 
elegant than in Switserland, but quite as vicious. A grand circular 
arch near the Post Office is most remaritable both for Its side niches, 
and because its huge crockets are represented as going through its 
lateral pinnacles . . , [reference to a sketch]. This penetrabfli^ is, 
however, one of the tuul characteristics of flamboyant architecture in 
its last extravagances." 

At Chamb^ry (April 26), after the notes on the domestic architecture 
referred to above, he continues : — - 

" I suppose the cathedral here to be of the same period ; its front is 
remariuble for Its hard, square, valueless mouldings, and for the general 
awkwardness of all its forms. The carving, though somewhat too close 

1 See below, pp. xL, 87, 9£. 
■ Sea below, p. 206. 

* See tiie drawiniif made at Sunee (Fig. 3 in Plate IV.} and the reference to it 
on p. 07- 

* Sm below, oh. iL § 28, p. 97. 
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and knotty, is deeply undercut and ^ood, but it ia put in narrow cords 
on broad bore mouldings, and so is rather hurtful than otherwise A 
line of trefoiled foliation runs round the entrance door; but predsely 
in the place where it is most ineflfectire, that is to say nearly in the 
middle of its meagre mouldings, which have no columns nor capitals, 
but have continuous Imposts, the foliation beginning abruptly and 
unexpectedly at the point; and so looks like a piece of paste-board 
ornament stuck on. There are no traces of ornament in the blank 
triangular space, now painted, below, but the two little doors under- 
neath are flat headed or nearly so , . . [reference to a sketch] ; the 
barbarous intersection of the cnrred by the horizontal moulding is 
especially painful. The rest of the detail, though not altogether so 
vicious, is entirely mindless, barred, ponderous, ill put together and 
exactly like, even to some of the minutiEe of design, that which I used 
to draw in the blank leaves of Aristotle's Rhetoric' The design at . . . 
[reference to a sketch] is remarkable for the thoroughly savage in- 
troduction of the round ball in the triangle, and for the imposition of 
the rich bracket abruptly on the meagre moulding. To this barbarism 
might advantageously be opposed the daring use ot the fleui^e-lis at . 
Beauvais, filling up or rather forming a trefoil, in a mode which could 
not have been thought of but when the spirit of Gothic defied its 
letter and laws. 

So, ^ain, &t Sens (April 17) he liad writtes : — 

" In one of the side ehapels of the Cathedral of Sens there is a most 
preeioua tomb of the Cardinal Duprin,^ surroiinded on four sides with 
admirable sculpture, full of most Giottesque invention, and most in- 
structive in the various modes by wfaich expression has been attained 
through vigorous undercut shadows. All the faces have the look of 
portraits, and most vigorous ones ; a design of the Cardinal in council 
on one of the shorter sides Is exquisite in its variation of vivid gesture, 
and the figures of the secretary sitting, and the standing figure laying 
the sceptre on the table, are graceful as Pemgino. The horses' heads 
also are superb," 

Ruskin on this tour of 1846 was, then, as eDthusiastically absorbed 
in sections and mouldings, as formerlj in flowers and rocks, and as 
busy in drawing doors and windows, as once in making sketches of skies 
and mountains. But one member of the partj felt in this diversion of 
interest a serious disappointment. We have seen with what pleasurable 

) Now in the British Mnseam ; sea Vol. I. p> xzxv. 

* The tomb of Chancellor Dnprat (not Dnprin) Is in the first chapel on tlie left of 
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anticipation Raskin had dwelt upon the prospect of taking his parents 

in 1846 OTer the ground he corered bj himself in 184>5.^ But his father, 

who was becoming an old man, had not the mental agility which enabled 

his son to turn so easily firom one enthusiasm to another. In Pneterita 

Kuskin records regretfully, and not without self-reproaches, that he and 

his father were on this tour not so happily in accord as in earlier years,' 

A letter from the elder Ruskin to his old friend W. H. Harrison, among 

whose papers it has been found, sho^ra the difference in the point of view : — 

" He is cultivating art at present (writes J. J. Ruskin from Venice, 

May 25, 1846), searching for real knowledge, but to you and me this is 

at present a sealed book. It will neither take the shape of picture nor 

poetry. It is gathered in scraps hardly wrought, for he is drawing 

perpetually, but no drawing such as in former days you or I might 

compliment in the usual way by saying it deserved a frame; but 

fragments of everything from a Cupola to a Cart-wheel, but in such bits 

that it is to the common eye a mass of Hieroglyphics — all true — truth 

itself, but Truth in mosaic" 

The letter is not without its note of pathos to the sympathetic ear, and 
the writer's habitual good-sense hits off in a happy phrase the somewhat 
disjointed nature of Ruskin'e studies. 

Probably, however, the scheme of The Seven Lamps of jirchtiecture 
was already beginning to assume shape in the author's mind. An 
undated note in the book containing the author's diary for 1846 and 
1647 introduces us to some of bis "Lamps;"' though at this time he 
•eems to have thou^t of calling them " Spirits "" : — 

" Expression of emotion in Architecture as Monastic — peaceful — 
threatening — mysterious — proud — enth usiastic 

" Expression of ambition — Difficult cutting, vanlting, King's Collie, 
etc., raising of spires, etc 

" Consider luscioos architecture : how far beautiful, 
" General style. What constitutes Its greatness. First, mere labour ; 
patience, skill and devotion (Sacrifice). Then labour of iMitkmg men ; 
if nothing be lost, nothing valueless; consider if under this head one 
might not have a "Spirit of Husbandry" (consider also, awe and 
mystery and their spirit under head of Power). Yet it is fine to see 
work for work's sake, or rather tor completion of a system sometimes." 

It does not appear, however, that Ruskin had as yet determined on 
casting his architectural studies into the form of a separate essay. They 

' See Vol. IV. pp. xxv.-xxrii. 

» Prmttrita, ii. ct. i, §§ 188-189. 

* Compare the later dnft below, in Appendix ii., p. 278. 
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seem to have been originally intended for a part or a section in Modem 
Painters.'- Hnskin^s diary for the latter part of 1846 is very fragmentary ; 
it shows only that he was still mach occupied with architectural subjects, 
and that he was studying a good deal at the British Museum among the 
illumioated books and natural history collections (not then removed to 
South Kensington). His literary production during the next two years 
(1847, 1848) was small. He su^red a good deal from ill-health and 
there were other home distractions. 

His one contribution to literature in 1847 was — as in the case of some 
of his earlier productions* — the outcome of an a&ir of the heart. He 
was a suitor for the hand of Miss Lockhart, a grandchild of Sir Walter 
Scott, Lockhart had invited Ruskin to write upon Lord Lindsay^s 
Sketdtea of the History o^ Christian Art. He accepted the invitation, 
more for the daughter's sake than for that of her father, then editor of 
the Quorterhf. "With my usual wisdom in such matters,** he says, "I 
went away into Cumberland to recommend myself to her by writing a 
i^tarterhf review."* ITie review, which appeared in the number for June 
1847, gave Ruskin occasion to cover ground which he had already traversed 
in the second volume (^ Afodem Pomterg * and was presently to occupy in 
the ^even Lampt.^ In the Lake District, where— had his suit been suc- 
cessful — he thought of taking a house,* Huskin made the acquaintance of 
Miss Mitford, already (as we have seen ') an admirer of Modern Painters. 
The friendship thus formed lasted throughout her life.* In a letter of 
1847 she gives her first impression of *'the Graduate." "Have you 
ever read," she writes to her friend, Mrs. Partridge, "an Oxford 
Graduate's letters on art P The author, Mr. Ruskin, was here lost week, 
and is certainly the most charming person that I have ever known. The 
books are very beautiful, although I do not agree in all the opinions; hot 
the young man himself is just what, if one had a son, one would have 
dreamt of his turning out, in mind, manner, conversation, everything. I 
quite longed for you to hear and admire him."' In March 1847, Ruskin 
settled himself at the Salutation Inn, Ambleside,^" with George ^^ as 

* See Preftce, p. S, and the pa«ng« from a MS. in Appendix li. below, p. 280. 
■ See VoL I. pp. xxxilL, slvii. 

* PrteterUa, il ch. x. § l&S. 

' Ai, for instance, in the disctusion in the review — of Giotto, Orcagna, and Fra 
Angelieo. 

* See below, pp. 00, 03, 103, 121. 

* See Collingwood's £{A, 1900, p. 108. 
^ Vol. L p. xxxvili. 

* Rusfciu s letters to Miss Mitford are collected in a later volume of tbie edition. 

* Ltlter* 0/ Marjf BtmeU Mtfor4, Second Series, edited by H. F. Chorley, 187S» 
ToL i, p. 230. 

>' Described in PrttierUa, iL eh. x. § 193. 
■> See Vol. IV. p. xxiv. 
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compaoitHi, to write his review. A letter to his mother shows him in a 

somewhat despondent mood : — 

(SwtAn/, MarchiS, ISil). — . . . I finished — and sealed up — and ad- 
dressed — mj last bit of work, last night b; ten o'clock — read^ to Bend 
by to-day's post — so that my &tber should receive it with this. I could 
not at aU have done it, bad I stayed at home; for even with all the 
quiet here, I have bad no more time than was necessary. For exercise, 
I find the rowing very useful, though it makes me melancholy with 
thinking of 183S,i — and the lake, when it Is quite calm, is wonderfully 
sad and quiet : no bright colours — no snowy peaks. Black water — as 
still as death ; — lonely, rocky islets — leafless woods,— or worse than leaf- 
leas, the brown oak foliage hanging dead upon them ; gray sky ; — far- 
o^ wild, dark, dismal mooriands ; no sound except the rustUng of the 
boat among the reeds. . . . 

One o'clock. — I have your kind note and my father's, and am veiy 
thankfiil that yoa like what I have written, for I did not at all know 
myself whether it were good or bad.' 

Grood or bad, it elicited no favouring words &om Miss Lockhart, and 
another letter, written three months later &om Oxford (whither Ruskin 
had gone for the meeting of the British Association), reveals on increasing 
despondency, indicative too of ill-health ; — 

{Jme S7, 1847.) — I am not able to write a full account of all I see, 
to amuse you, for I find it necessary to keep as quiet as I can, and I 
fear it would only annoy you to be told of all the invitations I refuse, 
and all the interesting matters in which I take no part There Is 
nothing for It but throwing one's self Into the stream, and going down 
with one's arms under water, ready to be carried anywhere, or do any- 
thing. My friends are all bnsy, and tired to death. All the members 
of my section, but especially Foriies, Sedgwick, Hurchlson, and Lord 
Northampton — and of coarse Buckland,' are as kind to me as men can 
be ; but I am tormented by the perpetual feeling of being in every- 
body's way. The recollections of the place, too, and the being in my 
old rooms, make me very miserable. I have not one moment of 
profitably spent time to look back to while I was here, and much useless 

* In which year lie spent the •ummer with his parents in the I^ke country. 

■ This letter and the one following are reprinted from W. G. Collingwood's L^, 

uoo, pp. loe-ioo. 

* Edward ForlMi (1815-1854), Prsddent of the GeolOfpcal Society, 1853. Adam 
Sedgwick (1785-1873), Premdent of British AMOcUtJon, 1888, and of its Geological 
Section, 1837, I8i5, 1853, 186a Sir RodeHck Murchison (1702-1871). President of 
the Rojtl Geographical Society, 1843 ; Director-General of the Geological Snrrey, 1855. 
Spencer Alwyne Compton, second Marquis of Northampton (1790-1851), PrSBideut of 
tb« Boyal Society, 1838-1849. For BncUand, ue Vol I. p. 211. Ruskin was one of 
the secretaries of the Geological Section for the Oxfbrd meeting (see Btpart ^ Us 
SnanUmth Mtttit^ tift\» Brititk AMCdatim, p. zv.) 
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labour and diuppointed hope ; and I con neither bear the exdtement 
of being in the sodetj' where the play of mind is constant, and rolls 
ooer me like heavy wheels, nor the pain of being alone. I get away in 
the evenings into the hayfields about Cumnor,^ and rest ; but then my 
failing sight plagues me. I cannot look at anything as I used to do, 
and the evening sky is covered with swimming strings and eels. My 
best time is while I am In the Section room, for though it is hot, and 
sometimes wearisome, yet I have nothing to tmf, — little to do, — nothing 
to look at, and as much as I like to hear. 

It is not surprising that the receipt of this letter convinced Baskin''a 
pftrenta that his health needed serious attention. He was sent accordingly, 
as in 1841,* to Leamington for a month^s *' cure^ under Dr. Jephson, In 
a characteristic passage in the diary written there, Ruskin speaks of an 
increasing volatility and listlessness : — 

LuHmoTON, Jvhf sg. — As I was walking down the chief street this 
afternoon, somewhat languid — partly owing to the weather, and partly 
to a disappointment in the ill-success of a laboured drawing, and partly 
from causes unknown, I could not help looking into the stationera' 
windows for some book to amuse me, though I have now on the table 
TAe Guardiim and Pamela, and / Ptvmeui Spori, besides Wordsworth 
and Dante, and several books on chemistry, and a Qworier^y, and 
Eastlake's book on oil painting, and George Herbert and Plato. All 
these <»me into my mind, and at the same time, very reproachfully, 
Wordsworth's account of the poor clergyman, Robert Walker, who 
"allowed not a moment of recreation except upon a Saturday afternoon, 
when he Indulged himself with a Newspaper, or sometimes with a 
Magasine."* What a foretaste of Paradise to such a man would this 
room of mine be, this leisure and these books. So I walked past all 
the stationers, resolved not to encourage any more this continually in- 
creasing volatility and listlessness; and yet so far, I have thought 
since I came home, that much of the poor clergyman's time being 
given to labour in the field, and the rest to matters interesting to heart 
and conscience, left no room for the peculiar lastitude, which continual 
book occupation can hardly hut induce. I will not buy any more 
hooks, but I am not sure that I am very wrong in wishing to do so. 
Buskin missed during this year 1847 the stimulus of foreign travel.' 
But he went in the late summer to Scotland, and there — " io the 

' A retreat of which Matthsw Arnold also was fond : see Tha Sekolar-Gipty. 

* See Vol I. pp. zlii., 385 n., «S. 

' Wordsworth'a " Memoir of the Rev. Robert Walker," in the notes to the Poems, 
p. 829 of John Morley's editJon (Mscmillan). 

* Of. Vol. I. p. XXX., Vol. II. p. 395 ; and see above, on p. xzv,, bis yearning for 
" bright colours and snowy peaks. 
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thistlefield at Crossmount" — he bad " wise thoughts and wholesome sleep 
after them.'"^ "IlioBe thoughts,^ he adds, "are scattered afterwards up 
and down in Fars and Muntra Ptdverts.'" Nor are they absent from TTu 
Seven Lan^ of ArchUecture, in which book we may find the germs of 
aome of his later teaching in the political economy of art, and catch the 
first sound of waves of thought and feeling on social questions, afterwards 
to reverberate more loud and clear.' Letters written from Scotland to 
W. H, Harrison contain passages which show the current of Buskin's 
thoughts at this time: — 

DoNBAR, Augutt 20, 184>7. — ... I am much better since I left 
London, getting regular exercise and rest. I hope I shall not again 
fall into the state I was in all this winter, grievous to myself and 
stapid to everybody. Still there is a certain amount of spleen, or 
what else it may more justly be called, mingled with my present feel- 
ings which I cannot shake off. I cannot understand how you merry 
people can smile through the world as you do. It seems to me a sad 
one— more suffering than pleasure in it, and less of hope than of either 
— at least if the interpretations set by the most pious people on the 
Bible be true, and If not, then worse still. But It is woeful to see 
these poor fishermen toiling all night and brioging in a few casks of 
herrings each, twice a week or so, and lying watching their nets dry 
on the cliffs all day ; their wives and children abused and dirty — scold- 
ing, fighting, and roaring through their unvarying lives. How much 
more enviable the sea-gulls that, all this stormy day, have been tossing 
themselTCB off and on the crags and winds like flakes of snow, and 
screaming with very joy. Certainly there must be something very 
wrong about man, when this is so ; he could not be the unhappy animal 
he is but by his own fault. 

Hie fourth edition of Modem Pamterg, vol. i., was at this time 
passing through the press, and Harrison relieved Buskin of all trouble 
in the matter, who in a letter from Crossmount (Sept. 18) thanks 
his &iend 

"for the care and much trouble yon have taken these two times 
respecting my rubbishy book. How sick you must be of reading 
Boch stuff again and again! Worse by half than my promenades 
in the Leamington pump-room — to the tune of an old harp, fiddle, 
and flnte." 

' See PnaUrita, ii. eh. x. § 107, where account it given of this visit to his friend 
William Macdonald, of Crossmount 
■ See below, notes on pp. 218, 264 
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Ruskin returned from Scotland in October, and the winter of 1847-1848 
was spent quietly at Denmark Hill. His only literary production was 
a second review for the Quarterly — this time of Sir Charles Eastlake^a 
Materialxjor a Hittory of Oil Painting^ This brobe little new ground, 
though his diaries show that Ruskin read up the subject diligently. For 
the rest, his months were spent in various branches of study, with a view 
to the continuation of Modem Pamtert. The architectural reading waa 
continued ; and his note-books show that at this time he made a minute 
study of Homer, which he afterwards turned to account in the chapter 
on "Classical Landscape" in Modem Painters, vol. lii. It should be 
added that his drawing — now, again, mostly devoted to leaves and flowers 
— was also steadily practised.* 

The entries in Ruskin's diary are at this time few and fiu between. 
** My diary has of late," he says on Dec 22, 1847, " been in lettnv to 
£. C. 6." The initials stand for Euphemia Chalmers Gray. She was 
the eldest daughter of Mr. George Gray, a lawyer, of Bowerswell, Perth, 
who was an old friend of Ruskin's parents. She used to visit them at 
Heme Hill, and it was for her that Ruskin in 1841 had writt^ The 
King ff the Golden Biver* Ruskin was about ten years her senior in 
age, and much more so in habits of life and thought. But, for various 
reasons, a match between Ruskin and her was equally desired by the 
parents on both sides, and on April 10, 1848, the marriage took place. 
Ihis was the occasion of the "hurried visit to Scotland in the spring 
of this year," mentioned in the Addenda of 1848 to Modem Paintert, 
vol. ii.* After a short time spent in Scotland and the I^kes, Ruskin 
returned to Denmark Hill, where the proofs of the second edition of 
Modem Paintert, vol. ii., were awaiting him. He afterwards took fais 
wife to Commemoration at Oxford, and in July his ftither and mother 
joined them at Salisbury. 

"My son," wrote J. J. Ruskin to Harrison, ** occupies himself with 
the architecture of the Cathedral, a lovely edifice, but I find it very 
slow." How hard Ruskin worked is shown by many pages of not^ 
and measurements in his diary. The fruits of his labour are to be seen 
in many pages of this volume ; * but, as he mentions on p. 6, he was over- 
taken wiUi a feverish attack, and the projected tour to the cathedrals and 
abbeys of England bad to be abandoned. But Ruskin weu not to be 
put off his cathedrals altogether, and as soon as he had recovered, be 

1 Mentioiied above in tfa« psMan* from m diaryj on p. xjyi. 

* See Prtettrita, ii. ch. x. g 199. 
■ See Vol. I. p. xlviu. 

* See Vol. IV: p. Ml. 

* See pp. 6, 07, H, 136, 167, 172, 188, 203. 
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Btarted for a. tour in Nomuuidy, whidi resulted in the writiiig of the 
[weient volume.* " I went to Boulogne,^ writes J. J. Buskin to Harrisim 
<Hi August IS, "and s&w my son and his wife off by rail to Abbeville, 
where he is in his element among cathedrals and tumble-down houses." 

This account of the matter is borne out by Ruakin's letters and 
diaries. Now that he had again found definite occupation, all his old 
enthusiasm revived, and he worked iodefatigably and with concentration. 
He was up at 6, he tells his father, to read before breakfast, which was at 
8. By 9.S0 he was seated in some comer convenient for sketching, or was 
busy with his measuring rules and note-books. Dinner was at 1.30, and 
again from 4 to 6 he was sketching, A " couple of crockets ** would some- 
times occupy him for " upwards of an hour." His companions were pressed 
into the service. His wife posted up the diary ; G eorge was sometimes sent 
off to trace panels and bas-relie&. Ruskin was in a fever to make the most 
of the time, and to record the beauties that he saw while yet the stones 
were standing the one on the other : — 

" I was dancing round the table this forenoon," he writes to his 
fistber irom Abbeville (Aug. 9), ">n rapture with the porch here- 
far beyond all my memories or anticipation — perfectly superb, and all 
the houses more faotaatic, more exquisite than ever ; alas t not all, 
for there la not a street without fatal marks of restoration, and in 
twenty years it is plain that not a vettige of Abbeville, or indeed of 
any old French town, will be left How I pity the poor people wlio 
must live then ; and myaelf, for I was too young to understand or 
feel enough of it till now, when it is all going. I got into a cafi and 
have been doing my best to draw the Cathedral porch ; but alas. It is 
not so easily done. I seem bom to conceive what I cannot execute, 
recommend what I cannot obtain, and mourn over what I cannot save." 

Tlie country delighted him no less than the churches : — 

" Yon never saw anything yet in France," he writes irom Lisieux 
(August SS) "so lovely as this Normandy — just &ncy vallies like 
rich bits of Italy, tufted with elm, pt^ilar, willow, and Spanish chestnut, 
set between round sweeping grouse hills of puiple heather, as bare 
as Schehatlien.* I think Effie makes the heather grow under her feet. 
But I never saw such a lovely contrast of purple and green ; even in 

* The fiiUawing was the itinerarr : Abbeville (Ang. 8), by Ed to Rouen (A.vf~ 16). 
LUevx (Ang. 23), Falaise (Aug. 26), Mortain (Sept 1), Avranches, Mont St Michel 

gept 8), CoutancM (Sept 12), St Ld (Sept IB), Bayeux (Sept 21), Caen (Sept 22), 
onfleur (Sept 2S), Honan (Oct 1), and home by Gisois, Amiens and Paris to 
CUau(Oct24). 

* More correctly Sehehallion ; at the foot of which mountain was Croannonnt 
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SwitserUnd, where we have the rose, the green It blttcker utd not to 
Bofl; the sweetest bits of all were the soft flat vale of the Abbaye 
de Bee, whence came our ArelibbhopB Anselm and Lanfnmc, and the 
approach to this place — rich to excess, with its wooden houses set so 
quaintly on the hillside, as if it had been all built for pigeons." 

So again, from Rouen (October 1), he writes : — 

"We have now very completely seen the country of Normandy, and 
missed nothing celebrated in architecture except some provincial 
churches near Caen and tlie abbey of Jumiiges, and although I have 
never been able to do anything like hard work, I have got as much as 
is necessary to enable me to speak with con6dence of these Norman 
buildings. The only place that I left quite insufficiently seen was 
Caudebec, yesterday — where I expected only an interesting little village 
church and found the richest portals — for delicate workmanship on a 
small scale — I have yet seen : of a class however which it would have 
been in vaio to have attempted drawing unless I had had another week 
to spare. Besides this, the scene from the riverside is perfectly 
glorious ; the river as broad as the Rhine, but calm and glassy, with, 
on the opposite shore, a plain as level as that of Marengo, and as vast, 
with long lines of pc^ars and maizes, of exquisitely graceful upright 
trees reflected stem for stem in the broad water, and on the Caudebec 
side a sweeping theatre of hilb as high about as those of the Rhine, 
but covered, instead of vines, with one mantle of forest. All that I 
used to say of French trees ' is far below their deserving. Such romantic, 
far-stretching, graceful successions of group and glade as cover the bills 
from here to Havre, I never saw in any land." 

The entries in his note-books are severely technical and laboriously 
detailed. Every church that he visited was described and measured, with 
accompanying sketches or memoranda. These diaries, note-books, and 
sketches show very forcibly that Buskin's generalisations were founded 
upon minute study of particular instances. The " personal observation " of 
which he spoke in the first preface to 7Tu Seven Lampt * as justifying his 
essay was long and minute. Either at the time of writing, or later when 
he was considering his architectural essays, he put marginal notes in his 
diaries indicating the points or principles which the several entries 
illustrated — such as, in the passage about Chambery above quoted, " unin- 
ventive Gothic," "decoration without unity," "intersecting mouldings." 

> See Modem Painttrt, vol i. pt. ii. sec L ch. vii. g 41 ; in this edition, VoL III. 
p. 238. 

* See below, p. 3, and qf. Appendix ii. p. 280. 
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Sometimes we see in the diaries the particular instances or accumulation 
of instances which first suggested a goieral principle to him : — 

(CouTANCH.) — The pillars are built of narrow stones, irregular in 
■ise and have clumsy capitalsj too square, and of very poor workmanship 
as thus [sketch]. This proportion, endurable on a low pillar, is abomia- 
able on a shaft. (Note this principle — I never thought of it before, 
that slender shafts must have spreading capitals.') But even were their 
ca{Mtals good, these pillars are themselves ugly, they have lost all 
[Hilar proportion, and yet not become shafts, and they reach just half 
way up the apae, whose height they destroy Instead of raising. Outside 
of them is a low range of cylindrical pillars, one to each pair of choir 
columns — forming a double aisle — the innermost aisle is vaulted from 
and at the height of the choir columns, corresponding to the top of the 
clerestory of the nave, and this is the finest thing in the cathedral, — 
beautifully proportioned. The outer aisle is low and ciypt-like — ^with 
recessed triple windows, lancet, Instead of chapels, with detached shafts, 
as In C3irfst Church chapter house, very graceful, but the vaulting so 
complicated that its ribs fall below the capitals of the shafts, and are 
received on hradEcts from the shaft (p. 15, smallest note-book), and 
even this at various heights, so that in one or two cases only the oater 
roU of the rib comes below the capital, and that passes neatly through 
the roll at the capital top, like one ring morticed in another, and lalls 
to a bracket just under the capital. The rude trefoil which jofus the 
■hafts to the wall is rather picturesque than graceful. 

Cams. — I have just come to-day (SSrd Sept.) fnm the exceedingly 
simple and noble church of the Abbaye auz Hommes. It has taught 
me two things. First, that Norman work in purity of form Is vn- 
tatitfai^on/, and must either be decorated with colour or wall sculptures ; 
the second, that the peculiar rosette decoration which is characteristic 
more than anything else of Norman pointed Gothic — as at Coutancet, 
Bayeux, Lisieux and here — originated immediately after the pointed 
arch was introduced, and may be considered a mark of an unformed 
Gothic, even in the elaboration in which it exists at Coutances and 
Bayeux. Here at Caen it co-exltts, though crude, with pure Norman 
mouldings, round pointed arches. 

Industrious and indefatigable though he was, Ruakin still felt at the 
end of his tour that he was only beginning to learn : — 

" I still feel," he writes to his father from Roaen (Oct. 15], when his 
sojourn there was drawing to a close, "that I leave this place Unseen ; 
this is partly, however, owing to my slowness in taking in ; I cannot 
1 On this point, see St. MarVt Beit, § 16. 
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grasp it Evetj time I walk ioto the Square it i> new to me. Still I 
verilj believe tb«t I now know more about it than any English architect^ 
and than most French, and I have improved in my drawing in these 
three months considerably ; the different style of Gothic quite beat me 
at first, and still it does in a great degree. I have not yet once sue* 
ceeded in giving the fme effect of a highly ornamental flamboyant 
niche, though I think I have come nearer it than most people." > 

Ru3kui''s visit to France was during the exciting period of ^48, and 
more than one passage in this volume was coloured by the revolutionary 
events of that year.* In a letter to W. H. Harrison, we learn hk 
impressions and reflections : ' — 

(Calais, Octoher Si, 1848.) — . . . So much fating and &iring and 
drinldiig, singing, and swearing I never saw nor heard since I was first 
in France — but all set (^ and foiled by an under evidence of distress, 
degradation and danger, the most utter and immediate : I have been in 
Paris for two days : it had always a black, rent and patched, vicious and 
rotten look about its ghastly faubourgs : but to see — as now is seen — all 
this gloom without the meanest effort at the forced gaiety which once 
disguised it — deepened by all the open evidences of increasing — uni- 
versal — and hopeless suffering : and scarred by the unhappy traces of a 
slaughterous and dishonourable contest — is about as deep and painful a 
lesson — for those who vrill receive it — as ever was read by vice in min. 
But the melancholy thing is the piteous complaining of the honest in- 
habitants — all suffering as much as the most worthless, and not knowing 
what to do — or where to look. I think the only cheerful face that I 
saw in Paris was that of Marrast * the President of the Assembly (whom 
we saw at the theatre) — a countenance hardly fine, but prepossessing, 
thoughtful, and hopeful. I saw no other face that did not bear the 
signs either of melancholy — anxiety — or outwearied dissipation — more 

' In Honen, as in maiir other eitiea of France and Italy, Rusldn's memory 
aurvivea in saGriBtana who love their boitdiDf^. "It may be, uys Mr. Theodore 
Andrea Coolc in his account of St. Oaen, "that th« old Sacristan, for your mod 
fortune, will be living still to tell you of the greatest Englishman he has ever hearaof, 
Joha Ruildn, who often looked into that quaint mirror of Holy Water, and watched 
the strange reflection of the arches soaring upwards in the nave ' (Tke Stoni t^Bouen, 
1899, p. 240). 

■ See pp. 26, 261-263, 266; and ^ VoL IV. p. 31 n. 

' Lauu Philippe had, it will be remembered, been driven out early in the year. 
Mid the Republic prochumed on the basis of " Liberty, Equality, Fraternity, and 
with the promise to find work for all. Kaaction against the system of national work- 
ahoi>s led to the revolt of eastern Paris in June, and the four days' battle of the 
barricades. Thiers asanmed the leadership of the party of reaction m the Anembly, 
and events were drifting towards the election of Louis Napoleon as President (Dec 10). 

* Marrast (1801-1852) was successively member of the Provisional Goveroment 
of 1848, Mayor of Paris, and President of the National Aasemblj'. 
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or lesa concealed under a dark indifference. However, It is to be 
remembered that we were in Paris at what would, under any drcaro- 
atancea, have been a dull period; and that we went into its worst 
quarters. Its best are however nearly deserted, and in the garden* 
of the Tuileriea, where I have seen the people of an afternoon thronged 
like ants, and mobs of merry children skipping under and about the 
trees, we coimted the passers-by by twos and threes, and saw nothing 
dancing but dead leaves. 

At Rouen, where we stayed about three weeks, the distress though 
nearly as great, ii not so ghastly, and seems to be confined in its 
severity to the class of workmen. There seems, however, everything 
to be dreaded both there and at Paris — and the only door of escape 
seems to be the darkest — that which grapeshot opens. I do not see 
bow another struggle for pillage is avoidable — a simple fight of the 
poor against the rich — desperate certainly — and likely to be renewed 
again and again. And the pity of it is that in the midst of all this 
there are many signs of the best and most patient dispositions borne 
down by the crowd— or ruined only for want of common humanity 
and kindness in their /oniwr treatment, for now, there is, I believe, 
nothing available — ^nothing to be done but by ball cartridge. Vagabonds 
and ruffians — undisguised — fill the streets, only waiting — not for om 
opportunity but for the bett opportunity of attack. And yet even from 
the faces of these 1 have seen the malice and brutality vanish if a 
few words of ordinary humanity were spoken to them. And if there 
were enough merciful people in France to soothe without encouraging 
them, and to give them some — even the shghtest — sympathy and help 
in such honest efforts as they make — few though they be — without 
telling them of their Bights or their injuries — the country might still 
be saved. The only hope at present is from the common sense views 
which have at last been forced on the bourgeoisie — who are, as well as 
the soldiery, tboronghly sick of the republic, and from the generally 
clear views of the provincials upon the whole subject — they say the 
king was a bad one, but better than none. 

On his return ftom Fr&nce, Rusldn established himself in a house of 
bis own, No. 81 Park Street, Grosvenor Square, and there during the 
winter wrote 7^ Seven Lampt <^ Architecture, During the same time 
he wrote for the Art Journal an account of Samuel Prout,' — the artist 
whose drawings had first familiarised him with French architecture, and 
whose work must have occurred to him at every turn in Rouen and 
lisieux. The paper on Front is reserved for publication in this edition, 

' It appeared in the nnmlter for March 1849 ; and was reprintad in On the Obi Bond 
L899, vol i. §§ 13 " ■ -" ■■ ■ ■ " 



(1889, vol i. §§ 137-148). For a letter of Ruskin's to Front, see Vol. III. p. 662. 



I by Google 



INTRODUCTION 

in ootmection with Kuskin*B later ''Notes" on the same artist; bat we 
may here remark that tlie paper shows how {a\\ was the author's mind 
at this period of the destruction of ancient buildings, and of the value, 
therefore, of all pictorial records of them. A time will come, he said, 
when Frout's works " will be cherished with a melancholy gratitude, when 
the pillars of Venice shall He mouldering in the salt shallows of her sea, 
and the stones of the goodly towers of Rouen have become ballast for 
the barges of the Seine." A pen-picture of Ruskin at this tame of 
eager activity has been drawn by Dr. Furnivall, who was invited to call 
at Park Street one Sunday afternoon : — 

" After a short chat with tbe wife, I saw the door open, and John 
Buskin wolkt softly in. I sprang op at once to take the oatstretcbt 
hand, and then and there began a friendship which was for manj 
years the chief joy of my life. Raskin woa a tall, slight fellow, whose 
piercing frank blue eye lookt through you and drew you to him. A 
fall man, with rough light hair and reddish whiskers, in a dark blue 
frock coat with velvet collar, bright Oxford blue stock, black trousers 
and patent slippers — how vivid he Is to me still I The only blemish 
in his fitce was the lower Up, which protruded somewhat: he hod 
been bitten there by a dog In his early youtii. But yon ceast to notice 
this as soon as he began to talk. I never met any man whose charm 
of maimer at all approacht Buskin's. Partly feminine it was, no doubt ; 
but the delicacy, the sympathy, the gentleness and afiectionateness of 
his way, the fresh and penetrating things he said, the boyish fim, the 
earnestness, the interest he showd in all deep matters, combined to 
make a whole which I have never seen equalld." ' 

In the case of The Seven Lamps, as in that of the second volume of 
Modem Pamien,* the book took its author at once a long and a short 
thne to write. It will have been seen from the foregoing pages that in 
one sense the book occupied Ruskin for three years; he had been thinking 
of the subject ever since 1846 ; he had been accumulating materials and 
sketches, and some sheets at least were written early in 1848.' But in 
another sense the book was written, and the illustrations prepared, quickly 
and under pressure, during the months November 1848 to April 1849. 
In the first edition, the plates were not only all drawn by the author, but 
they were also etched by his own hand. It had been announced for 
publication on his father's birthday (May 10, 1849), but before that time 

> "Forewords" by F. J. Furnivall, to Two Lelten oonetming "Ifolet m the Con- 
Htvetion qf SheegfoUt," addrtittd (o the Am. F. D. Mmmoe In 1851, privately printed. 



1890, p. 1 



VoL IV. p. xzxi 
Sea below, p. 278. 
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the pressure bad once more begun to tell on Ruskin, and he bad atarted, 
with bis parents, for a holiday on the Continent. They left Folkestone 
on April 18, (from which place Raskin sent his last revises of the book 
to W. H. Harrison,') travelled by the railway to Paris, and thence by 
their usual route to Dijon on the way to Greneva and Chamouni. The 
work had for a while to go with them, for the plates were not yet finished 
— as we learn from an entry in Ruskin's diary : — 

" Slept at Sens (April S5), Thursday Mont Bard, Fridaj' Dijon. All 
these evenings I was working at mj last plate of Giotto. ... At Dijon 
I had some difficulty in getting wax and nitric acid, had to flatter a 
poor engraver, and persuade a queer chemist, who could hardly pat the 
fraction \ into ounces." ' 

The task of seeing the last revise through the press bad been entrusted, 
as luual, to W. H. Harrison. The following letter to him from J. J. 
Ruskin, shows the gratitude of father and son for his unfailing help, and 
describes the enthusiasm with which the fiimily party received their copy 
of the hook:— 

(Vevay, SSwi Ma^ 1849.) — Your revision is invaluable and should 
be coupled with Ballan^ne's press. In Gtct, if a perfect book be the 
object, it must be sought for at Spottiswoodc's press with the Harrison 
Revise, and fortunate are they who can get the latter. We discover no 
error &om beginning to end, save one naming plate 9 for 10, and in 
one small figure on a plate, both unimportant (both my son's fault).* 
Messrs. Smith and Co. have got up the book in a very liberal and 
handsome manner — good paper, tyipt and cover. It is in fact a most 
creditable affair to all concerned — author included, for though I am 
not likely to be an impartial judge, I must say there Is as much con- 
tained in the SOO pages as I have at any time met with. The critics 
may be in any humour they choose. I am satisfied, and they cannot 
much disturb or alter my opinion. I beg in my son's name and in 
Mts. R.'s and my own, to render you our warmest thanks for yonr 
kind assistance, which was of more value almost to my son than could 
easily be imagined, as the labour of much revision to him seems more 



last plate in his wasli-hand basin, as a eanlcM 
" (W. G. Collinfwood's L^fi f^ SuMn, 1900, 
^ower of Giotto, RuBlcin elsewhere says, "tor 



me tha room wliere ha Iiad ' bitten ' the last plate in his « 

maluahift for the regular etcher's bath" (W. T 

p. 111). " I finished my plate of the Tower oi , 

the £lgt«n Lampt in the old inn at Seni, which Dickens has deeeribed in hii wholly 

matehleai way in the last chapter of Mrt. lArripet'* Lading*" {Proterfwa, il. ch. iv., 

"Giulietta"). 

* Tbeae mistakes, with a few others, were oorr«cted in a slip of "Errata" in later 
copes of the book (see Bibliographical Note, p. li.)^ 
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: th&n the latMur of compositioD, and if the public ue at 
all pleased with the book, I ma]r say they have got it, by your means, 
much sooner than it would otherwise have reached them. I have not 
heard a whisper from a single soul as to whether it is lilted or not. It 
is not a iavourable moment for works of this kind. The public mind 
is in a state of anxiety and agitation about politics and trade, that 
must prevent it receiving any discussions on the Arts with favour or 
attention. 

A letter from Kuskin himself to W, H. Harrison, already refened to 
(p. XXXV.), is printed in an Appendix, in further proof of the care and 
trouble which that faithful friend expended in relieving the author of 
the drudgery of correction for the press. 

The fears of Ruskin^s &ther that the new book might pass unnoticed 
in the political pre-occupations of the day were not justified by the event. 
He snccessive editions of the two volumes of Modem Paknterg had by this 
time established Ruskin^s reputation, and the announcement, in the 
publisher's advertisement, of a new work from his pen bad excited lively 
anticipation. "I congratulate you," wrote Charlotte Bronte, "on the 
approaching publication of Mr. Ruskin*s new work. If TTie Seven Lampt 
<^ Architecture resemble their predecessor, Modem Pairden, they will be 
no lamps at all, but a new constellation, — seven bright stars, for whose 
rising tiie reading world ought to be anxiously agape." ^ As soon as the 
reviews began to come in, the anxiety of Raskin's &tber was completely 
laid to rest. During a portion of the tour of 1649, Ruskin went for an 
expedition to Courmayeur by himself. The following are extracts from 
letters written to him by his &ther — sometimes ingenuous in their enthu- 
siasm, sometimes not without their paternal barb : — 

(Geneva, Jttlg 29.) — " Miss Tweddale says your book ha* made a 
great setualion." (Slst): "Thiers has surprised and delighted the 
Chamber of Deputies by your doctrine of no such thing as Liberty. I 
think he has borrowed" . . . (August 4): "The SpecUitor, which 
Smith sets great value on, has an elaborate favourable notice on 
' Seven Lamps/ only ascribing an infinmly of temper, quoting railroad 
passage !n proofs Anne was told by American family servant that you 
were in American paper, and got it for us, the Hen York Trihime of 
July IS; first article is your book. They say they are willing to be 
learners from, rather than critics of, such a book, etc. The Daibf Kem ' 
(some of the Ptmch people's paper) has a capital notice. It begins : 

1 This extract is a continuation of a letter already cited : see VoL IV. p. zzxiz. 
' Jnly 28, 1840. 
" July 31, 1849. 
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'This i» a masked battery of seren pieces, which hlaze away to the 
total extinction of the small architectural lights we may boast of, etc., 
etc:'" (August 5): "I have, at a shameful charge of ten franca, 
got August magaxine and Dickens, quite a prohibition for parcels fntm 
England. In Britith Q^arUrly^ under .Esthetics of Gothic architecture, 
they take four works, you first ... As a critic they almost rank you 
with Goethe and Coleridge, and in style with Jeremy Taylor." * 

Reference to the periodicals of the time shows that Miss Tweddale did 
not exaggerate in saying that Tk£ Seven Ijxavpt (^f Jrchitecture " made a 
great sensation" in lit^ary circles. Reviews in the daily and weekly 
press were prompt and numerous, and for the most part long and com- 
plimentary.' Thus the Jtlaa (June 23, 1849) pronounced the book to be 

"a noble and splendid production. Faith, truthfulness and thought are 
stamped on eveiy line of it When we condemn, we are forced to admire ; 
and when we consider the entire originality of the treatment of the subject 
we are tempted to pronounce this one of the most striking productions of the 
age, as well as what it unquestionably is, the most admirable specimen of 
artistic poetry." 

John Bull (May S6) was another whole-hearted admirer. After refer- 
ring to the now acknowledged authorship of Modem Painters, and to the 
position attained by the first two volumes of that work, the reviewer 
continued : — 

" The knowledge of the works of nature, and of the efforts of art, which he 
brought to bear upon the subject, and the eloquence with which he unfolded 
his views and enforced his convictions, in that original and powerful work, 
have done more to elevate the art of painting in the estimatioa of thoughtful 
minds, and to impress artists with a sense of the dignity and responsibility of 
their vocation, when pursued in a right spirit, than all the academy lectures 
that were ever delivered, or the technical treatises that ever were compiled. 
In his new work on ' the first of the arts,' the Oxford Graduate . . . treats 
of architecture in a like spirit, and in a broader, freer, and, if anything, a 
nobler and more impressive manner; for the present work being free from 

' In the number for August 18^, vol. zix, pp. 4/8-76. The other books noticed 
in the same article were : An Anahfiu of Gotkie ArckUtcture, bj Raphael and J. Arthur 
Brandon, 2 vols., 1847; An AUempt to DitcriminaU ike Styiei qf Architecture tn England, 
bvThomasRickman, fith ed., J84S; anATheSsmbolitmqfGhurchaandCAuTchOmameiU 
... by Rev. J. M. Neale and Rev. B. Webb : Oxford. 

■ "niese extracts are reprinted from W. G. Collinfwood's Xi/%, 1900, pp. 112-113. 
With the last pBESage cited by J. J. Ruskin, qf. Vol 11. p. S31 (account of MS. Book, 
No. iv.), where there should be a comma after " Taylor.' 

' In addition to tfae papers cited in the text, reviews appeared in the Builder 
(Hay 19), Morning Herald (May 28), CHtic (June 1 and IS), Weekli/ Chronicle (June 3), 
Morning Port (June 8), Ejeaminer (June IB), Globe (June 14), Inquirer (July 14), 
AreiUect and Suildmg Operative (August 9 and 23). 
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the controverGial eleiaent, and the author not needing to descend from the 
height of his argument to refute and correct the error and ignorance of 
shallow critics, the view of the whole subject is altogether larger and more 
lofty, and its exalted tone is sustained throughout, sounding like a hjnin to 
architectural loveliacsG." 

Ruskio's heresies on the subject of railwetys were a stumbling-block to 
other papers beside the Spectator — to the BuUder, for instance, uid the 
Globe ; but the reviewer in Britannia (May 26) warned its readers against 
making light even of Buskin's " eccentricities " : — 

" We so seldom in these days meet with an author of really original and 
independent thought, that we may be excused for dwelling at some length 
on this striking and able volume. Mr. Ruakin's mind is of that vigorous and 
searching nature which can be satisfied with nothing less than the elucida- 
tion of pure principles in art. He will accept nothing mean because it is 
showy, nothing vicious because it is common, nothing false because it is 
specious. . . . He observes and he investigates for himself; and, gaining 
Uius very clear and very decided conceptions, he expresses himself in a strain 
of copious eloquence, which rivets the mind by its fulness of meaning, and 
fascinates the fancy by its singular appropriateness of language and richness 
of imagery. . . . Writing like this is so rare that we cannot expect it to soon 
become popular; . . . even its eccentricities are most acceptable and whole- 
some as a stimulus to mental exertion. But we must be careful not to class 
as eccentricity what at first appears strange and even incomprehensible. It is 
the distinctive province of original genius to surprise us by the boldness and 
novelty of its conceptions — to make discoveries which we were not prepared 
to receive, and which, therefore, we hesitate to adopt; and this is so true 
that perhaps no author well worth a second reading ever thoroughly satisfied 
US with a first" 

The monthly and quarterly magazines were equally appreciative of 
the book. Almost without exception, they noticed it, and added to 
fiavourable criticisms long extracts or a careful analysis of the author''s 
argument.^ His old enemies, however, were not appeased. Blackwood 
still found Rnskin " verbose, tedious, obscure and extravagant,^ and was 
especially puzzled and sarcastic with his " breaking loose '^ in so " strange 

^ In addition to th« reviews quoted in the text, articlee on the book appeared in 
Tie Art Journal (October 1849, vol. xL p. 324), the Church tif England QuarteT^ 
(July 1819, vol. xzvi pp. 170-18B), Sharpt'i London Journal (1849, voL ix. pp. Z£2--256), 
ytnik BrUuh Bmiao (February 18M, vol. xii. pp. 309-353), Frawr't Magasane (February 
18£0, vol zlL pp. lSl-lfi9}, the Angti>-Saiam (April ISfiO, vol. ii. pp. 319-336, review 
liffned B.8.), Ckrutian Obterow (October IBM), vol. L pp. 684-698), BnglUh Reviae 
(March 18fil, vol. xv. pp. S5-76)) North American BeoUte (April 1851, voL Ixxii. pp. 
294-316, article by S. G. Brown), Edmbtrgh Beview (October ISfil, vuL xdv. pp. 365-403). 
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a manner^ as to test architecture b; its influence on the life of the 
workman.^ 

The critic of the AtheTttBwm (September 1), though by no means 
abandoning his &cetioUB hostility to the author, yet confessed that he 
was sorry when he came to the end of the book : — 

" It has given us some violent, jet withal pleasant, exercise. We had been 
taken np as by some enchanter's wand — whirled through whole regions of 
fitncy and thonght, — now lifted to the skies, now dashed down again, — and in 
(act on arriving at last on terra ^firma we scarcely knew to what realms the 
author had or had not conducted us. . . . On the whole, however, by merely 
stirring up the subject, and courting an investigation into true and rightfbl 
elementary principles, Mr. Ruakin's work, were it three times as full of 
eccentricities as it is, must do good, and we hope lasting, service." 

Many architects and architectural writers were, as might be expected, 
contemptuous or indignant, or both ; and Raskin was denounced as im> 
practicable or mad. A good answer to this line of critidam was supplied 
at the time in the Ecclesiologut (October 1849, vol. x. pp. 111-120X the 
o^an of the Cambridge Camden Socieiy : — 

" It was not to be an architect's node mecum that this volume was written ; 
Its aim is to discover the mighty prindpleB which made ancient art what it 
was, and to commend the same to us. And we wiltingty give onr testimony 
that Mr. Ruskin has with marvellous intelligence and force accomplished 
this aim." 

More reasonable was the wrath of some of the ecclesiastical jour- 
nals — such as the RambUr .- a " Catholic Journal and Review ^ (July 1849) 
vol. iv. pp. 19^801), which fell foul of the author's "intolerance and 
over-bearing spirit^ — a criticism which, as we shall see, was in after years 
entirely endorsed by Ruskin himself, who in the case of this book as id 
that of some others was among the sanest, and not the least severe, of 
the critics. He would not have quarrelled greatly with the following 
exhortation with which the Gvar^an (June 6, 1649) concluded a long 
and otherwise favourable review : — 

" He has himself stated, in impressive and not timid words, that primal 
necessity, that law of stint and measure, irom which even the woriu of the 
Divine Architect have not been exempted ; which nothing in nature or art 
can violate, and live. Original and creative powers be has shown — we want 

^ September ISdl, vol. Izz. pp. 326-948 : an article on the new editions of Modem 
Pmntert, vols. i. and Ji. ; the Smm Lam.pt; Stone* q/" Venice, voL i. ; and the Con§tTVe- 
tiM^akeittfiMt. 
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evidence of aluipiiig and directing ones. We want the force and troth of 
individu&l thought without the importuuity of individual f&ncy, or the in- 
finoities of individual humour — something which should witness, as eveiy 
great work doeB, that its author, from the beginning, had scanned and taken 
the measure of all his ground — bad In the germ descried the whole chain and 
order of the developed result — had kept, from the first. In firm and steady 
adjustment, the parts of that whole which was ever present to his mind ; and, 
OS it gradually unfolded itself, bad never lost hold of the key which regulated 
its progress — sacrificing what pleased at the moment to what would satisfy 
hereafter — throwing aside what hung loose and discursive on the main theme, 
however urgent and keen the present feeling— judging though not coldly, 
yet seriously — yielding to the entboslutn of admiration, hut jealously guard- 
ing his disapprobatioa frota the weak phrases of offended fastidiousness or 
dislike." 

On the whole the contemporary reviews of 7Vi« Seven Lampt of 
Architecture are creditable to the critical fairness and insight of the day ; 
they anticipated what seems likely to be the verdict of posterity. The 
book, predicted one of the critics, will establish for itself " a place among 
the standard works of English Literature.^ ^ Nor was it only with the 
critics of the press that Ruskin's volume made a hit. A year or two later, 
be was invited to the Master's Lodge at Trinity College, Cambridge, 
where his architectural studies secured him interesting talks with the 
great archseological authorities of the day — Whewell himself and Professor 
Willis. Letters to his father show with what consideration he was 
treated: — 

TuNrrv Lodob, Sunday eveniTig [April 6, 1801} 
I could not write to you last night We got here at twen^ 
minutes past five, and there was a large dinner-party at ^ past six. 
It is a beautiful house, — far superior to our Dean's at Christ Church, 
back rooms with oriel windows deep embayed, plenty of light, and 
fine dark furniture, carved wood, etc., all very beautiful. . . . lAige 
dinner : heads of colleges, etc., and Professor Willis, with whom I fore- 
gathered, of course, and eqjoyed myself. 

Jfyndag [April 7, 1861]. 
. . . Dr. and Mrs. Whewell are most kind, and deU^tfuUy easy 
to live with — he is marvellously different from our formalist Oxflord 
heads. Everybody fetes us here exceedingly, and I have had some 
nice chats with Professor Willis; but I am quite resting — taking no 
notes and getting as much relaxation as possible. . . . To-morrow we 
go to Ely, with Dr. Whewell and Professor Willis. 

> DtOHn UitivtrtUy MagoMitu (Jnly 1B49, voL xxxiv. pp. 1-14). 
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The phmse quoted above from oae of the reviews — it " sounds like a 
hymn to architectural loveliness " — well expresses one quality of The Seven 
Lampa. Ruskin in later years found &ult with the fine writing of the book,^ 
It was published, we should remember, when the author was thirty years 
old. It displays, as Professor Norton says, " the ardour and exuberance of 
comparative youth, alike in its literary style and in the zeal of its moral 
enthusiasm.^* There are passages which are perhaps overchai^d with 
ornament; but bow many there are also which have imparted to the 
mind of every reader a fresh interest in mediseval architecture, and 
invested it with an element of deeper sentiment! l.'here is probably 
nobody who does not find something to disagree with in Tlte Seven L^npe 
of Architecture. But many of those who difier ^m the author most often 
would find, upon taking a careful inventory of their mental furniture, that 
they would be much the poorer, in their thoughts and feelings about 
architecture, if he had never published this book. " No man of feeling," 
says Mr. Frederic Harrison, of the peroration to " The Lamp of Sacrifice," 
" who has in him the echoes of this funeral senDoo, can stand before 
a great medisval cathedml without being conscious that it has gained 
for hiro a new meaning, a sublimer pathos.^* 

Architects as a rule are not among the greatest admirers of the book ; 
they often misunderstand its scope ; * many of the author's obiter dicta are 
fanciful or doubtful; be did nothing to conciliate professional opinion, 
and the ideals he set before the profession were exacting.' But, as with 
painters," so with architects: Ruskin's "hymn" has exercised a potent 
influence in asserting the dignity, and enhancing the reputation, of their 
art.^ The profession in its corporate capacity showed its appreciation 
of his services by proposing in 1874 to confer a Gold Medal upon him 
—an honour which he declined;^ and by passing a vote of condolence 
with his relatives on the occasion of his death. Mr. J. M. Brydon, Vice- 
President of the Royal Institute of British Architects, in proposing the 
vote, said that " Mr. Ruskin had been a power in the country for over 
half a century. In their own particular art probably no man in this 

' See " Adrice " of 1880, on p. 17. 

* Introduction to the Anwrican "BrAntwood Edition," 1891, p. ix. 

> JoknRutkin, in the "EnglieliMen of Letters" Series, 1902, p. 60. 

* See above, p. zzxix. 

* See on tbis point Tlu Too Pathi, prefsee of 1859, where Ruskin diacoMes the 
objection of architect-re&den to bis propositioQ tfaat arcIiitectB should be eculpton. 

* See Vol. IV. p. ilrii. 

^ See Jemea Feivusson's Eiitory qfllte Modem Stylet qf Anhiteelure, 3rd ed., revised 
by Robert Kerr, F.R.I.B.A., 1891, voL ii. pp. 123-124. 

■ The correepoadence which pused on thkt occasion will be found in a kter volume 
ofthiseditJoa. 
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age hod influenced architects as he had. He was lesponuble to a great 
extent for that ware of Venetian Gothic which passed over the country, 
notable examples of which were to be found in Oxford and in London. 
He was the mui who probably first awakened the English people to a 
knowledge of what art really meant : art in the life of its people, art 
in the true sense of the word, as an ennobling faculty which raised 
men, and induced in them a longing for higher and nobler things. Pro- 
bably in that connection no work had had more influence and deserved 
higher commendation, not only to students of architecture, but to all 
who were striving for culture, than tiiat magnificent book. The Seven 
Lamps of Architecture, and particularly those chapters which dealt with 
Truth and with Sacrifice.'" ^ 

Tint influence of The Seven Lamps of Architecture has, however, been 
something else besides that of "a hymn to architectural loveliness.^ Its 
central idea and many of its leading principles made an epoch in the stody 
of architecture, and exercised considerable infiuence upon its practice and 
development. " The present volume," says Professor (3iarles Eliot Norton, 
'* is, so far as I know, the first treatise in English to teach the real signi- 
ficance of Architecture as the most trustworthy record of the Life and 
Faith of nations.'" " The book I called 7%e Seven Lampt was to show," 
says Kuskin, " that certain right states of temper and moral feeling were 
the magic powers by which all good architecture had been produced."* 
Ruskin had seized this truth securely, long before he wrote the volume. 
It is stated — incidentally, though clearly — in his first essay, that on 7^ 
Poetry of Architecture. Various parallels between that work and the 
Stroen Lamps are cited in notes to the text, but special attention may be 
called here to the passage in the eai-lier essay (§ 225 n.. Vol. I. p. 168), 
where Auskin remarks that in art people " cannot seem what they cannot 
be"; that a nation which is "modest in feeling, will not be insolent in 
stone " ; that the beauty of architecture must be found " in the pure and 
animating spirit which keeps it from the coldness of the grave." This 
fundamental doctrine, adds Professor Norton, " is sound, and needs to be 
enforced to-day no less than forty years ago. It is, that in architecture, 
as well as in the other fine arts, the final test of the excellence of a work 
is the spirit of which it is the expression, and of which it gives evidence 
alike in its design and in its execution, — evidence all the more convincing 
because of its unintentional and inevitable character. The nature of this 
evidence is set forth with admirable force and clearness in those parts of 
the volume which treat directly of the principles and the works of 

» /owmo/q/'iAafioya/JiMWuttq^A^rtrt JreWtecU, vol. Til.{3rdieriM), p. lie. 
' Crown lif Wild Olivt, § 6fi. 
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architecture. The book is of value alike to the piofeflsional architect, and 
to the intelligent lajrman who desires to understand the meaning of the 
monuments in which past generations have embodied their moral history, 
for the delight, the ingtructiou, and the service of their successors." * Li 
the treatment of the several " Lamps," Ruskin's book has been equally 
su^estive. It applied to Architecture the same touchstone of truth and 
sincerity that he had already employed ia Modem Ptantera. " It shook 
oonventional ideas," says Mr. Harrison, " to the root, and flung forth a 
body of new and pregnant ideas." The book contains much that is dis- 
potable ; but '* the truths were cemented into the foondations, and have 
stood solid and unshaken for two generations. The law of Truth in Art 
stands beside Carlyle's protest against 'shams*! That a building should 
look what it is, and be what it is built to serve — no one now dares dispute. 
That beauty itself comes second to truth, and must be sought in the 
architecture of Nature herself; ... all this is now the alphabet of sound 
(ut.'"* And The Seven Lampt was among the most potent of school* 
masters in teaching the letters.* 

The main significance of the book, and its general influence thus 
exerted, are independent of particular fashions in architecture, and are 
not affected by the dogmatisms, paradoxes, assumptions and preferences 
of the author on particular points. It should however be noticed further 
that the appearance of 7^ Seven Lamps exercised considerable influence 
in strengthening the Gothic Revival Uien in progtesa.* To this matter, 
further reference will be necessary in later volumes; as also to Ruskin's 
influence in the preservation of ancient buildings. He himself in looking 
back felt only a sense of bitter disappointment and vexation. He 
measured results by his hopes, and saw nothing but failure in them. 
But great though the process of restoration and destruction has been 
dming the last two generations, even less would have been spared if it 
had not been for the principles which he laid down in this volume, and for 
the passionate enthusiasm with which he enforced them. 

^ PrefiMe to ths American "Bnmtwood EditioDj" 1S81, pp. iz.-z. 
' John Ru^em, 1902, pp. fi7-B9. 

* According to one of RuBkin't Frencb critics, his architecturBl books are the 
moat important: "C'ett en etudi&nt rorcbitecture, qu'it k ecnt Is plus de livres, 
tronve lea pages lea plus ^oquentee, formule lea idees lea plus justeB. Lea volumes 
qn'il Ini a conmcre* lOnneDt la partie la plus durable de son oeuvre par la miniitie Ate 
recherchei, laprofondeurdescannaisBanees techniques "(J^JffwnementiifAi/MteefMcui/ 
don* la LUterahire anglal*e au XIX* tiide. John Riukin. By Jacques Bardouz (Paris : 
1900), pp. 300-301). 

• For a diwnuaioii of tbe influence of The Seven Lampt and The SUmet qf Venice on 
"the battle of tbe atylea," tee an article by Professor Kerr, entitled "Riiskin and 
Emotional Architectnra, io tbe Journal qf tbe Royal ItuHlute qf BnlUh Arehiteet*, 
ToL rii. (3rd Series), p. 187. 
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To the student of Ruakin The Seven Lampa of Architecture is of farther 
interest for the anticipation of social and political ideas which were after- 
wards to colour all his work. The book was written, as we have seen, in 
the stirring times of 1848 — of Chartism at home and revolution abroad ; 
his studies of French architecture were made dming the progress of the 
revolution of that year. To earnest and thoughtful minds it must always 
be matter of desire to establish some harmony between studies in difierent 
spheres; to bring into relation conclusions arrived at in one field with 
things observed in another. This attempt ia manifest in many passages 
of the present volume, and especially in the Itut chapter. " In these 
books of mice," said Buskin at the end of Modem Pamtert^ " their dis- 
tinctive character, as essays on art, is their bringing everything to a root 
in human passion or human hope. . . . Every principle of painting which 
I have stated is traced to some vital or spiritual fact ; and in my works on 
architecture the preference accorded finally to one school over another, is 
founded on a comparison of their influences on the life of the workman — 
a question by all other writers on the subject of architecture wholly for- 
gotten or despised." The point was to be made more fully in The Stones 
qf Venice^ of which (says Huskin elsewhere) the object was to teach " the 
dependence of all human work or edifice, for its beauty, on the happy life 
of the workman."* But the doctrine is implied in much of the argument 
in the Seven Lampt, and is at the end stated explicitly/ Ruskin was 
already proceeding on the lines on which he afterwards based his teaching 
at Oxford ; he was connecting architecture with social reconstruction : 
" so, from day to day, and strength to strength, you shall build up indeed, 
by Art, by Thought, and by Just Will, an Ecclesia of England, of which 
it shall not be said, * See what manner of stones are here,' but ' See what 
r of men.'"* 



It is curious at first sight that a book, which critical judges have 
ranked among Ruskin's principal works, and which in later years has been 
among the most widely read of them, should be the one in which its 
aathor seemed to take least satisfaction, and which he allowed to remain 
longest out of print. The first edition was published, as we have seen, in 
1849. The second edition appeared in 1865. The book was the first of 

1 Vol. V. pt be. ch. i. 1 1. 

* In vol. n. ch. vi — ^'The Nature of Gothic," aftemrds reprinted by William 
Morris ; "'the moat important chapter in the whole book," Rnikiu calls it {Lecturtt on 
ArcMUoture and Paintiiig, § 76). 

' Fi>rt Clavigera, Letter 78. 

• See pp. 218, 2S4 

» lecturtu on AH, g 12S. 
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Raddn^B Tolumefl to appear with illustrations, and these were not in all 
respects satisfiurtory. He had in the preface to the first edition apologised 
for *' the hasty and imperfect execution of the Plates.^ An author who 
thns gives his critics a lead in disparagement never lacks those to follow 
it, and the Mmrtiag Herald (May 28, 1649), to quote one example only, 
declared the illustrations to be " so very rudely executed as to be actually 
Tcpalsive, and some of them hardly intelligible.*' lliis was the more 
common criticism, though some of the reviewers perceived the vigour of 
the workmanship. " Though only rough sketches," said the GMordaam 
(Jane 6)t " not always so complete as to be entirely clear, they are executed 
with masterly boldness, and we doubt not, where tiiat is aim^ at, masterly 
accuracy. No one can look at them, at any rate, the second time, witboot 
seeing in them what power and life the sketch of a detail may manifest, 
and learning, in the puri^ of their roughest, and the decision and sure- 
ness of their wildest, lines, the difference between the rudeness of power 
and perfect knowledge, and the rudeness of confusion and incapacity." 

lliat Ruakin could draw architecture with singular delicacy, has been 
shown already by reproductions in earlier volumes, and will be shown 
farther in following volumes. But the plates in the first edition of T)« 
Seven Lamps were engraved by himself, in soft-ground etching, a process 
of which he picked up the technique as he went along ; ^ he executed some 
of the plates, moreover, in a hurry, and under disadvantageous conditions, 
biting them in the wash-hand basins of hotel bedrooms. Finding the 
roughness of his work more blamed, than its vigour and faithfulness ap- 
preciated, Ruskin repented of his own slighting reference to them. A 
letter to his publisher in that sense is here given in Appendix I. (p. 276) ; 
and in the first volume of 7^ Sttmea of Venice (Appendix 8), he said in 
public ei good word for his plates. Though "black, overbitten and 
hastily drawn," " their truth," he protested, " is carried to an extent never 
before attempted in architectural drawing." They represented " the archi- 
tecture itself with its actual shadows at the time of day at which it was 
drawn, and with every fissure and line of it as they now exist." But the 
pistes would hardly have served for a second edition (see below, p. xlix.), 
and this &Gt may account in part for the original delay in re-issuing 
the book. AVhen a second edition was contemplated, Ruskin had the 
illustrations re-engraved, and in one case prepared a new drawing. 

From 1866 to 1880 no further edition of TTte Seven Lamp* appeared ; 
and for the greater part of those twenty-five years the hook was out of 
print. The author's disappointment in it, which in part explains this 
state of things, is sufficiently expressed in the notes of 1880, included in 

' See pp. 16, 279. 
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this edition. The sectarian bitterness was the principal fault he found 
with what he calls in one place "this wretched rant of a book."^ 
The intolerance and higotr; of occasional passages may justi^ Ru8ldn''8 
later strictures. It is, however, worth noting that the circumstances of 
the time may have afforded some reason, if not a justification, for his 
emphasis on such points. The architectural revival of the time was 
associated in the person of some of its leaders with High Rituahsm, and 
Ruskin may on this account have deemed it desirable to emphasise 
strongly his Protestant standpoint.' The sense, above alluded to, that 
nothing had come of his book, — that modem progress had gone its way, 
regardless of his preachings' — was another feeling which made him lose 
interest in the essay. More material considerations may he added. Ruskin 
was not yet dependent upon his pen for his livelihood, nor were his works 
pushed by the publisher with as much energy as their subsequent history 
showed them to be capable of responding to. These circumstances, added 
to Ruskin's distaste for mere revision, when he had so many new works in 
progress or in contemplation, sufficed to send Tlu Seven Lamps out of 
print for nearly a quarter of a century. In beginning the republication 
of some of his books in 1871, Ruskin had some idea of reviving portions 
of the essay,* but he did not carry it out: 7^ Seven Lampa was not 
included in hu "Works'" as then prepared. 

To Mr. George Allen is due the ci-edit of bringing back The Seven 
Lampa of Jrchiiecture from the position of a scarce book into current litera- 
ture. In 1878 Ruskin Iiad purchased from Messrs. Smith, Elder and Co. all 
the interest in his plates; and those used for the second edition of Seven 
Lamps were found to be in excellent condition.' The book continued to 
be much asked for, and in default of any re-iasue in England the Ameri- 
can pirated editions were largely imported. Mr. Allen pointed these 
&ct8 out to Ruskin, assuring him at the same time that a new edition 
would financially be an assured success — a factor in the case which had 
now become of some importance. ** We will talk over the new edition,* 
wrote Ruskin, ** which I am really minded to do — now, for several reasons 
besides the not despicable ^1500." His mood towards the book and 
the task of revising it, varied, however, not a little, and the business of 

> Soe p. 194. 

* See in thU coDnection some remarks in IJie ChrUtian Obtenm't review of the book 
(OcL 1860, ToL 1. pp. 6B4-685). 

■ See pp. 66, 106, 110, 117, 127, 128, 1£9, 194, 2W. 

* Setame and £«Jim, preftee of 1871, § 2. 

' " Steel," writes Mr. Allen, " was ^ood in those dsys, and did not want anything 
more done to it. Theae ateela have itood wonderfully well, and np to the present time 
(September 1889) have not been retouched" (Note in Wise and Smart's BibHogmpka, 
1889, i. 16). 
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putting that sum into the author's pocket seems to have required a good 
deal of patience and diplomacy on the publisher's part. Some extracts 
from Ruskin's letters are of interest as illustratiug the temper in which 
the notes of 1880 were written : — 

BauiTwoos, Augtul I, 1879. 
Mv SEAR AujEN, — I am very glad you were able to seod me this 
7 Lamps, while I was in the humour to look at it. 

I have quite seen wliat is to be done. The chapters being all 
paragraphed, I shall put all comments into an Appendix — referring to 
the paragraphs — and purchasable separately. People who have the 
book, may thus bind my last comments with it, the copies for separate 
purchase being printed on paper of the 7 Lamps size. 

I am much pleased, as I glance at it — by the perfect harmony with 
FonI and by the discipline of style — so different from my present 
manner. The extreme and quite unaffected modetli/ surprises me ! I 
had no idea I was ever like that ! At present — if any man ventures 
to say a word in opposition to me, I merely punch his head, and speak 
no more to him ! . . . 

Ever affectionately yours, 

J. R. 
(Jugtut S) . . . I think the added notes will be interesting, if I 
could but get Time. I have strength enough for anything yet — if only 
I had d<^i enough. 

From another letter it appears that at this moment the re-arrange- 

ment was to include the omission of two plates which Ruskin did not like, 

and the abstraction of " the pretty frontispiece for another book on 

Giotto's Tower." A few days later, it seemed likely that the whole scheme 

would be abandoned. Ruskin's abuse of his old work, whether in private 

letters or published footnotes, need not, it may be remarked in passing, 

be taken too seriously. He was fond of running down the books which 

the public liked best, by way of exalting those which were less popular : — 

Aug. 15. — I've made myself quite sick and ill in trying to revise 7 

L. — The utterly useless twaddle of it — the shallow piety and sonorous 

talk are very loathsome to me; and 1 can't go on wiUi it just now. 

The actual teaching of It is all right, and some bits are good — but it is 

all Fool's Paradise. I can't be plagued with it more just now. . . . I've 

fif^ things in my head (prosody,* etc.) and ever so many more half in 

type . . . 

The book was accordingly returned to the publisher, who, however, 

bided hia time, and in the autumn Ruskin was inclined to resume work on 

> ElemenU <tf BngHih Frottxfy for ute m 81. Owtrg^t S(Ao0li, iaaud ia CMobtit ItOO. 
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it. His earlier mood now returned. He fbuad the original book tolerable, 
and enjoyed writing the new notes. Tb»y were completed in November ; 
some additions and a new preface were aent to press in February, and at 
the end of May the new (third) edition of the book was published, 

A feature of the 1880 edition was the distinguishing, by means of 
thicker type, of passages which the author considered especially note- 
worthy.' They were called " Aphorisms," and a concise summary of each 
was given in a marginal note. By a " grotesque mischance," Ruakin 
forgot to explain this novelty in his new Pte&ce, and an "Advice" had 
to be inserted to repair the omission (see below, p. 17). It is unnecessary 
to follow here the subsequent history of the book, which is set forth in the 
Bibliographical Note. It may however be stated generally that ITie 
Seven Lampa of ArcJaiecture haa since 1880 been by far the most widely 
circulated of Ruskin's larger books on art. 

It remains to explain the arrangement of the book in this edition. The 
tart is, as usual, that last revised by the author; in this case, that of the 
1880 edition. It has, however, been made complete by the inclusion of all 
the oripnal notes. Of these— seventeen in number — twelve were omitted 
in 1880 ; they are here restored. (For their arrangement, see notes on 
pp. liii., S67.) The additional notes of 1880 are distinguished by the insei^ 
tion of that date at the end. Variations in the text of successive editions 
are given in footnotes or (in the case of those of little significance) in a 
supplementary Appendix (p. 888). Again, the Pre&ce of the Second Edi- 
tion, of which in the 1880 edition some portion was omitted, and some 
figured as an Appendix, is here given in its entirety. The summaries of 
the Aphorisms here, as in the 1880 edition, are given as marginal notes ; 
but the black-type, in which the aphoristic passages were then printed, 
has not been adopted. Ruskin himself did not like it He admitted in 
a letter to Mr, Allen (Dec. 6) that the appearance was not " graceful," 
and he had discussed various alternatives; such as the use of ordinary 
type " leaded," or a marking of the passages " by arrows at the side of 
tiie page." In this uniform edition of Ruskin^s Works, the passages in 
question are printed in the ordinary type, hut a footnote is in each case 
supplied indicating the words which were put into black-letter in 1880. 

The mamacriiptB, etc., of this volume to which the editors have had access 
are (I) the MS. of the book, (2) a copy of the second edition corrected 
by Ruskin for the revised edition of 1880. The latter is referred to in 

> A dmilar plan wsi adapted in the reprint in 1887 of the Oxford Ltchtrt* on AH 
(••e preface t« that edition). 
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footnotes to tb« text as " The corrected copy." The MS. is described 
in Appendix II. (pp. 278-387), where several additional passages are given. 
Examples of characteristic variations between the MS. and the printed 
text are given in the footnotes. 

A factimle of a page of the author^s MS. is givoi between pp. 2S2 
and S2S ; it is of the well-known description of Champagnole, at the 
banning of the chapter on " Tlie Lamp of Memory." 

Hie plates in this edition are, with the exception of one additional 
plate, reproductions by photogravure of those prepared for the second 
edition of 1855. Except in the case of the f^ntiapiece, the scale has 
been slightly reduced to fit the page of this edition. Tbe original plates 
of 1849, etched by Buskin's own hand, were entrusted by him to Mr. 
Allen. After careful experiments, they have been found not to be in a 
fit state for use. It would have been possible to retouch them into some 
semblance at any rate of their pristine state, but the interest of them, 
as the author's own handiwork, would thereby have been destroyed. They 
have accordingly been broken up. By fortunate chance, however, one 
nniued plate, etched by Koskin, has been found among those in Mr. 
Allen's keeping. It is a second version of Plate IX. ("Tracety of the 
Campanile of Giotto, Florence'") in the original edition. It differs in 
two or three respects from the plate used in that edition, and is de- 
adedly stronger and more elective. In the second edition, Plate IX. 
was cancelled, a frontispiece — engraved by Armyta^ from a new drawing 
of the same subject — being substituted. The inclusion of the duplicate 
plate etched by Ruskin makes the present edition complete, and gives a 
diaracteristic example of the author's handiwork which illustrated the 
original edition. An index to the plates, added in this edition, will, it 
is hoped, be found convenient for reference. 

The remaining illustration is a/hcnmile (both in colour and in design) 
of the ornamental binding of the first and second editions.^ 

E. T. C. 
) For k deMri[itiou of tlie dwign, *m bslow, p. JSB. 
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JBibHeffraphieai Note. — The following is mi enumerationof the rarioui editions 
of thii work : — 

.Knf EdUtm (1849).— The title-page wu aa follows :— 

Tlie I Seren Lamps | of | Arohitectnre. | B7 { John Rnskin, [ Author of 
" Modern Funtera." | With Illostrations, [drawn and etched by the 
Author I London : | Smith, Elder, & Co., BB, CornhilL | 1849. 

Imperial 8vo, pp. zii. + W6. The title-page contuned the fint arowal of the 
identity of Rnskin with the "Graduate" as the author of Jfotfam Paintert. 
A Mtalogue of books published by Messrs. Smith, Elder, & Co., which was 
bound up at the end of the Tolnme, announced ne Stone* of Ventoe as bung 
"in pnparation." The Pre&ce occupied pp. v.-viii. (here pp. 3-6); the 
Notes, pp. 199-20D (for the distribution of these here, see pp. liii., 267). 
Before |i> 1 a slip was inserted ia some copies containing the following 



„ 60, bottmi line, for "li," nad "U."^ 

" ^H°*'i ifOT"Pl«teII.,"ceod"PUt8l." 
„ 00, UnO 16, ) 

„ S8,lii»18,fOT"«<i,"w»d"«<I." 
„ 81,lioaU,toc"PUt«Lfi«.2''raad"PlAteI.ag.8." 
„ S3, liDs3B, tor "out "read "west."; 
„ 101, line Strom bottom, tor "efleota" r«»d "sfleotE." 
Id Plato X. in the wctioD, betveea d and k, for "og" read " g^" 

Utere were Fourteen Plates, etched by Ruskin's own hand ; collectors should 
note that every plate of this original series is distinctly signed in the left-hand 
comer at the foot " J.R. del et sc." ; they are also all lettered at the foot, 
"Published by Smith, Elder A Co., London." The volume was issued in 
embossed and designed cloth boards of a deep claret colour, with the top 
edge gih, and lettered up the back (in ornamental letters), " The Seven Lamps 
of Architecture." The design and lettering are here reproduced (p. ISA). 
Published on May 10, 1849, at the price of One Goinea. Copiee of this first 
edition have in recent years fetched in the anction-rooms prices nuiging ftom 
£2, 17s. Sd. to £6, fe. according to their condition. 
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aeeond Bditim (18U).— The title-page vu ai foUowi :— 

Tlie I SeveD t«mpB | of j Architecture. | By | John Rmldn, A.M., | 
Author of "Modem Fuuten," "Stone* of Venice," | "Lectnrea on 
Architecture and F^ntin^/' | etc etc 1 With IlluBtrationB, drawn by 
the Author. I Second Edition. | London : | Smith, Elder, & Co., 65, 
ComhiU. I 185fi. 

Imperial 8to, pp. xz. + 206. The addition to the preliminary pages waa 
caused bj a new " Preface to the Second Edition," pp. iz.-xv. (here pp. 7-11)- 
The body of the book waa reprinted page for page, though with several altera- ' 
tioni in the words (see here, e^., notes on pp. 30, 6£, 62, 135, 147, 238, and 
Hat of minor variantB in Appendix iii., pp. 288-289). The platei of the 6rrt 
edition were all withdrawn, their place being taken hj a new set. The new 
pUtee were inaerted opposite the same pages as in ed. 1, except that Plate IX. 
was tranaferred from its original poiition to serve as a frontispiece. (TIub 
alteration waa net noted hy the author in revising the text; see below, 
p. 187.) Plate IX. (of the tame subject as before) was engraved by 
J. C. Annftage from a new drawing by the author. The other plates were 
re-etched by R. P. Cuff from the original drawings. All the 2nd ed. illustra- 
tions are here reproduced. In ed. 2 the plates were all lettered at foot, 
"PvblUhed by STTuth, EUtr, S; Co., London." The binding was identical 
with ed. 1. Published on July 23, IBAS, at One Guinea. Copies of this 
second edition have in recent years fetched in the anction-rooms prices 
ranging from £2, 6b. to £4 lOs., according to their condition. Before the 
book was reprinted in 1880, prices of both the earlier editions were often 
twice the snins mentioned above. 

Third Edison (1880).— The title-page was as follows :— 

Hie I Seven I^mpa | of f Architecture. | By | John Buskin, | Honorary 
Student of Christ Church, and | Honorary Fellow of Corpus Chrlati 
College, Oxford, | etc. etc | With lUustrations, drawn by the Author. 
New Editioa | Geoi^ Allen, | Sonnysiide, Orpington, Kent | 1880. 

Imperial Svo, pp. xri.-|-222. A new Preface] for this edition oecupied 
pp. v,-vli. (here pp. lfi-17) ; thePre&ce to the First Edition, pp. ix.-xil. For 
the treatment in the 1880 edition of the Fre&ce to the Second Edition, see 
below, p. 7 n. The text of the body of the work was reprinted from ed, Z, 
with a Aw omissions (see below, pp. 41, 63) and minor alterations (see, «,;., 
pp, 8S, 180). But thirty-three paatages were printed as "aphorisms" in 
black-letter ("Clarendon") type, the substance of these aphorisms being 
given (as in the present volume) in side-headings (see on this subject, p. xlriiL, 
above). It was not until a portion of the edition had been disposed of that 
Ruskin noticed the &ct that his new PreflMie gave no explanation of this ar- 
rangement In the remaining copies of the edition, a sUp was inserted before 
page 1, called "Advice" and dated " Brentwood, Comston, May 26{&, 1880." 
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Tim AdTicc ii here reprinted on p. 17. It iru succeeded by the fbUowing 
list of £maa :— 

The nndw {> rsqaosted to oota, and oorreot at oQoe, the follQwing smta ; — 
F. B. lABt linabiitona of note; far "in tone" read "it torQed." 
P. 66. Note 19. Of aaane I did not get tha intended prataoe written. 
P.SK l^st line bnt one of note; "or St. Frauds" hu got lUpped into Uia 

apper line by mistake — it ihonld oome after "Oeo^e Herbert." 
P. 94. lAit line but one of the SSrd note. Inwrt "traoariea" altar 

"(tapfdeat," 
F.IU. 'nM4ftdnote(hoDldb>Teralerr«litotbe41>tand44tli. 
P. 141 la note SO, /or "or blue " read "on bine." 

Tliis edition contained SB new notei hj the suthor, printed beneath the text, 
here dietinguuhed hj the date "[1880]." The notei in eds. 1 and 2 vera 
cancelled, except Noe. 4 and 6, which were given in Appendix II. ; No. 7, 
reprintod with altorationg aa Appendix III.; No. 11, which wa* given u 
Appeiidix IV. ; and No. 17, reprinted with additione aa Appendix V. (For 
the arTBngemant of the notae in the preeent volume, aee below'). Appendix 
I. in ed. 8 wae a reprint of a portion of the Pre&ce te ed. 2 (aee below, 
pp. 7-8 MR.). Hie piatae used in ed. 2 were again emploTed in ed. 3. The 
new edition of 1880 was iaaued in "mottled gref" boards, with the title- 
pagn reproduced on the front cover, and a white-peper label on the hack 
which re«da : "The | Seven Ijunpe | of j Architecture | Bj [ John Ruakin 
I 1880." Some oopiee are, however, bound in green cloth, lettered on 
the b«ck in gilt "RuBldn { The | Seven I^mpa | of | Architecture j 1880." 
Printed on Whatman's hand-made paper. Pobliahed in May 1880 at the 
price of Two Guineas (also 7fi Large Paper Copies, half-atlaB quarto, at four 
gnineea). 

' The tdkiwbig Ibt ibowa the plmcing of the notea in nuueaaiTe edltioni. Bdi. 1 and S 
had IT notea at the end of Uis tut, wUoh woe aftarwarda that plaoad (the term " thbd 
•ditioo " ^>idl«a eqnallj, it will be nndMttood, to all lubaeqiient edltkaia until Um 
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Uv BIBLIOGRAPHICAL NOTE 

Fourth BdUioti (1883).— Thii is an exact reprint of the 18B0 ediUon, except 
that (1)" Fourth Edition" is lubrtituted for "New Edition" on the title- 
page, and that the date ii altered ; (Z) the errata noticed above are corrected, 
and (3) the "Advice" beoomea a "Note," iaierted immediately after the 
title-page. lamed in green cloth irith white-paper label which read* : "The 
I Seven I^mpa | of | Architeetora ] By | John RotUn | 1883." Publithed in 
Jnlf 1S83 at One Guinea. 

Fyik Edition (1880). — Again an exact reprint except for the aabatitntiMi 
of "Fifth Edition" on the title-page and the alteratiaa of date. Isaned in 
brown cloth, lettered on the back in gUt " Raskin | The Seven I^mps | of | 
Architecture | 1SS6." Published in Joly 188S at One Guinea. Rqtrinted 
in November 1889 (SMk Edition). Prioe reduced in Jolj 1900 to Ifie. 

amait Edition (1890).— Hie title-page of this edition was aa follows :— 
The Seven I^mpa | of | Architecture. | Bj \ John Raskin, LLD,, | 
Honorary Student of Christ Church, and Honorary Fellow | Of Corpns 
Cbrieti College, Oxford, etc., etc. ) With lUnstntions drawn by the 
Aatlior. I George Allen, | Sunnyiide, Orpington, \ and | 8 Bell Yard, 
Temple Bar, London. | 189a | [AH righu rtierved.] 

Crown 8vo, pp. xxii.-(-401. The text is again a reprint of the 1680 edition. 
The frontispiece was printed from an electrotype specially prepared for this 
edition. The other plates were reproduced, on a smaller scale, in photo- 
gnvore by Meears. Gonpil & Co., worked upon (in nearly all casee) by Mr. 
George Allen, Issued in the usual cloth boards, lettered aoroea the back 
" Raskin | The | Seven l4unps | of | Architecture | George Allen." The title 
of the book was placed on the middle of the back instead of at the top, so 
that this edition does not range exaetiy (as re-iaeuea of it did) with the 
oorresponding " small editions " of the other works. Published on April 3, 
1890] at the price of 7b. Od. 900O copies were printed ; also 400 copies on 
Whatman's haod-made paper (large poet 8vo), with tlte plates on India paper, 
atlJIIs. 

As-ufUM qf the tmatt edition have been published aa fbllowB :— 3000 (SepL 
1890), fiOOO (May 1891), 3000 (1894), 2000 (1895), 2000 (1897), 2000 (1808), 
2000 (1889), 2000 (1000), 2000 (1901), 2000 (1903) : ("Thirty- third thounnd " 
on titie-pege.) The ianiea of 1894 and subsequent years included the index 
next described. 

Index to "Seven Lampe of Architecture" (1891).— The title-page of tUa 
index (compiled by Mr. A. Wedderbum) is as follows : — 

RusUn. [ Seven Lamps of Architecture. | General Index. ] Printed for 
Private Circulation Only. | [All Rights Reserved.] | 1891. 

Royal 8ve, pp. 32. Issued in white-paper wiappen, with Title on front, and 
the following "Note" on p. 2:— 

" This i»ne is limited as follows : — Two large p^wr copies on Whatman 
hand-made paper, uniform with the large paper 1880 edition of the 'Seven 
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I^miM.' Twenty nuall paper c«piM on the like p*per, imifbnn with the 
ardiaarj ccqtiea of the I8S0 editian. Thirtj copies unifbnn with tlie 1883 
(qwuto) Mlition." 

Unauthoriaed Amerieim eiilioTtt of TIte Seven Lampt hare been very 
aomerana, and in Tarioiu atylea, from a "People's editJon" at 50 centsjto 
a "Beautiful edition" at aix dolUn. Thew editiona, In some of which the 
anUior'e illnBtratioua are ihamefiillr tndaeed, were often amoggled into thia 
cooDtry, and this was one of the conaidentiona which led to hia le-itrae of 
the book in ISSIX The firat Amerioan edition waa pnbliahed by John WUef 
in 1848 (IZmo, pp. 186). 

An authoriaed "Brentwood edition" (nnifonn with the "imall edition" 
deaeribed al>ove), woa published at New Yoric in 1881, with an Introduction 
by Charlea Qiot Norton (pp. t.-z.). 

An authoriaed JVroeA tranilation appeared in 1900 in a volume entitled 
"John Rnskin, La Cauronne d'Olivier aauTage : Let Sept Lwnpea de 
I'Architeeture. Traduction de George Elwall" (Paris: Sooi^t^ d' Edition 
Artiatiqne). The "Seven lAmpa" occnpiea pp. 83-277; the Introductory 
Chapter, Pre&cea, Notea and Appendices are not included. "Hie iUuatiations 
of the 1890 English editian are ^ven. 

A Oerman translation by Wilhelm Schoelermano — " Die Sieben Lenchter 
der Bankunst"— appeared in 1900 as the firat volame of "John Ruskin : 
An^^wihlte Werlce In voUstfindiger Uebersetning" (Lapsig : Engen 
DiederiehsX The text followed is that of the 1880 edition ; the phtes of the 
1B80 edition are somewhat roughly reproduoed. The tcanilator puts together 
pasaagoe from the three pre&c«s and dates hii compost "Coniston, 1880." 
He also makes various curtailments in the text, as explained in a " Naehwurt " 
(p. 406). A short index is given, and the transistor supplies an introdnc- 
tioD (pp. 1-3). 



,v Google 



, Google 



THE 
SEVEN LAMPS OF ARCHITECTURE 



„ Google 



, Google 



PREFACE TO THE FIRST EDITION' 

[1849] 

§ 1. The memoranda which form the basis of the following 
Essay have been thrown together during the preparation of 
one of the sections of the third Tolume of Modem PatTiiers.* 
I once thought of giving them a more expanded form ; but 
thdr utility, such as it may be, would probably be diminished 
by farther delay in their publication, more than it would be 
increased by greater care in their arrangement Obtained in 
every case by personal observation, there may be among them 
some details valuable even to the experienced architect ; but 
with respect to the opinions founded upon them I must be 
prepared to bear the charge of impertinence which can hardly 
but attach to the writer who assumes a dogmatical tone in 
speaking of an art he has never practised. There are, how- 
ever, cases in which men feel too keenly to be silent, and 
periiaps too strongly to be wrong; I have been forced into 
this impertinence; and have suffered too much from the 

* The iDordiiuite deU; in the appearance of that supplemental; volume 
hM, indeed, been chieflj owing to the necessity under wUch the writer felt 
himself, of obtaining as auaay memoranda as possible of mediceral buildings 
in Italj and Nonnandy,* now in process of destruction, before that destruction 
should be consummated by the Restorer, or Revolutionist Hfs whole time 
iias been lately occupied in taking drawings from one side of buildings, of 
which mascms were knocking down the othtt; nor can he yet pledge himself 
to any time for the publication of the conclusion of Modem Peunien; he can 
Mily promise that its delay shall not be owing to any indolence on his part 

' [For varions drafla of tills prs&oe eollated from the M8S., and eontuninjf some 
additional information with regard to the preparation of the took, see Appendix iL, 
pp. S78-SB1. The Pre&ce was reprinted in the second and later editions. The 
pannrapha are here numbered for pnrpoaes of refereDe&] 

* [For Rnddn's tour of 1648 in Normandy, see above. Introduction, p> xxiz.] 
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4 PREFACE TO THE FIRST EDITION 

destruction or neglect of the architecture I best loved, and 
&om the erection of that idiich I cannot love, to reason 
cautiously respecting the modesty of my opposition to the 
principles whidi have induced the scorn of the onC: or directed 
the design of the other. And I have been the less careful 
to modiiy the confidence of my statements of principles, 
because, in the midst of the opposition and uncotainty of 
our ardiitectuial systems, it seems to me that there is some- 
thing grateful in any positive opinion, though in many points 
wrong, as even weeds are useful that grow on a bank of 
sand. 

§ 2. Every apology is, however, due to the reader for the 
hasty and imperfect execution of the plates.^ Having much 
more serious work in hand, and desiring merely to render them 
illustrative of my meaning, I have sometimes very completely 
fiuled even of that humble aim ; and the text, being gener- 
ally written before the illustration was completed, sometimes 
naively describes as sublime or beautiful, features which the 
plate represents by a blot I shall be grateful if the read^ 
will in such cases refer the expressions of praise to the Archi- 
tecture, and not to the illustration. 

§ 8. So far, however, as their coarseness and rudeness admit, 
the plates are valuable; bong either copies of memoranda 
made upon the spot, or (Plates IX. and XI.) enlarged and 
adapted from Daguerreotypes,* taken tmder my own super- 
intendence. Unfortunately, the great distance firom the 
ground of the window which is the subject of Plate IX. 
renders even the Daguerreotype indistinct; and I cannot 
answer for the accuracy of any of the mosaic details, more 
especially of those siurounding the window, which I rather 
imagine, in the original, to be sculptured in relief. The 
general proportions are, however, studiously preserved ; the 
spirals of the shafts are counted, and the effect of the whole 

' [Sm, bowem, the letter to the pnblliher, in Appendix i., p. 276, where Rnakiii 
mm tb»t he h»d been " ■ littie too modert i& the Pre&ce." For puticuUn of the 
PUtei, tee above. Introduction, pp. xxxv., xIt., xliz., end below, Aj^epdix it., p. 27V0 

* [For a note on Riukin'i interest in the then atm art of photogt«^7, eee VoL IIL 
p. 210 ; and q/I below, p. 13.] 
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is as near that of the thing itself, as is necessary for the pur- 
poses of illustraticm for ^idiich the plate is given.^ For the 
accuracy of the rest I can answer, even to the cracks in the 
st<mes, and the number of them ; and though the looseness of 
the drawing, and the picturesque character which is necessarily 
given by an endeavour to draw old buildings as they actually 
appear, may perhaps diminish their credit fcH" ardiitectural 
veraci^, they will do so unjustly. 

§ 4. The system of lettering adopted in the few instances 
in which sections have been given, appears s(»newhat obscure 
in the references, but it is convoiient upon the whole. The 
line which marks the direction of any section is noted, if 
the section be symmetrical, by a single letter, as a; and 
the section itself by the same letter with a line over it, — il. 
But if the section be unsymmetrical, its direction is noted 
by two letters, a. a^ at its extremities ; and the actual 
section by the same letters with lines over them. H. H^ at 
the correspondent extremities. 

§ S. The reader will perhaps be siu^rised by the small 
number of buildings to wluch reference has been made. But it 
is to be remembered that the followiog chapters pretend only 
to be a statement of principles, illustrated each by one or two 
examples ; not an Essay on European architecture ; and those 
examples I have generally taken either from the buildings 
which I love best, or from the schools of architecture which, 
it appeared to me, have been less carefully described than they 
deserved. I could as fully, though not with the accuracy and 
certainty derived from personal observation, have illustrated 
the principles subsequently advanced, from the architecture of 
Elgypt, India, or Spain, as from that to which the reader will 
find his attention chiefly directed, the Italian Romanesque and 
Gothic But my affections, as well as my experience, led me 
to that line of richly varied and magnificently intellectual 
schools, which reaches, like a high watershed of Christian 

I [The Plata IX. above nfcired to ia, it must ba remembered, the oriffinal Plate 
■o nnmbared, not tbe frODtbpieoe afterwards sabatitnted for it ; a aecond venion 
of the original Plate IX, more dUtinot than that uaad in the first edition, ts here 
given (p. 138) : eee abore, Introduction, p. xlix.] 
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architecture, from the Adriatic' to the Northumbrian seas, 
bordered by the impure schools of Spain on the one band, 
and of Germany on the other: and as cuhninating points 
and centres of ttiis chain, I hare considered, first, the cities of 
the Val d'Amo,* as representing the ItaUan Romanesque 
and pure Italian Gothic; Venice and Verona as represent- 
ing the Italian Gothic coloured by Byzantine elements ; and 
Rouen, with the associated Norman cities, Caen, Bayeux, and 
Coutances, as representing the entire range of Northern 
architecture from the Romanesque to Flamboyant. 

§ 6. I could have wished to have given more examples 
from our early English Gothic; but I have always found it 
impossible to work in the cold interiors of our cathedrals ; while 
the daily services, lamps, and fumigation of those upon the 
Continent, render them perfectly safe. In the course of last 
stmimer I undertook a pilgrimage to the English Shrines,^ and 
began with Salisbury, where the consequence of a few days* 
work was a state of weakened health, which I may be per- 
mitted to name among the causes of the slightness and 
imperfection of the present flssay. 

> [Th« MS. hu "HcditomuiMa."] 

* [Utcr tl874) the tttl« of Riukla^a book oa Tuboh btL] 

* [See above, Introduction, p. xxviiL] 
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PREFACE TO THE SECOND EDITION' 

[1855] 



§ 1. Since the publication of the First Edition of this work, 
the pursuit of the inquiries I then proposed to myself has 
enabled me to speak with certainty upon some subjects, which 
at the time when the following pages were first arranged, I 
was obliged to approach with hesitation. 

I have not, however, except in imimportant particulars, 
altered the body of the text or added to it. I woi^d only re- 
quest the reader not to regard it as a complete exponent of the 
views I am at present engaged in advocating, but rather as an 
introduction to the more considered and careful statements of 
those views given in the Stones of Venice, and in my Lectures 
deUvered at Edinburgh.' 

§ 2. I cannot, however, allow this work to pass a second 
time through the press, without stating in its pre&ce the most 
importtmt of all the ultimate principles which I have been 
able subsequently to ascertain. 

I foimd, after carefully investigating the character of the 
emotions which were generally felt by well-educated people 
respecting various forms of good architecture, that these 
emotions might be separated into fotu* general heads:* — 

(1.) Sentimental Admiration. — The kind of feding which 
most travellers experience on first entering a cathedral by 

' [Not reprinted u meh in the edition of 1880 ; bat we Note 3 below. Tlie pua- 
greplu ue here nnmbered for purpoMi of reference.] 

* [Laelum on ArckUtetmv and jMntbng, delivered >t Edinburfch in November 
18A3.] 

* fCf. Madtm PttiiUer*, vol. v. pL vliL el), iii. § 3, wbere thii atntement is referred 
to end further lUoatrated. The portion of thii prelue — banning', "I found efter oere- 
fnllj inveetigBting . . ." end ending at "The arohitectunl MoMoni at WertminBter is 
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8 PREFACE TO THE SECOND EDITION 

torchlight, and hearing a chant from concealed choristers; 
or in visiting a ruined abbey by moonlight, or any building 
with which interesting associations are connected, at any 
time when they can hardly see it. 

(2.) Proud AdmiratitHL — The delight which most woildly 
people take in showy, large, m complete buildings, for the 
sake of iJie importance which such buildings confer on them- 
selves, as their possessors, or admirers. 

(8.) Workmanly Admiration. — The delight of seeing good 
and neat masonry, together with that belonging to indpiqit 
developments of taste ; as, for instance, a percepti<Hi of 
proportion in lines> masses, and mouldings. 

(4.) Artistical and rati(Hial Admiration. — ^The delist takai 
in reading the sculpture or painting on walls, capitals, 
friezes, &c. 

§ 8. Of these four kinds of feeling I foimd, on farther 
inquiry, that the first, or sentimental kind, was instinctive and 
simple ; excitable in nearly all persons, by a certain amount of 
darkness and dow music in a minor key. That it had good 
uses, and was of a dignified character in some minds; but 
that on the whole it was apt to rest in theatrical effect, and 
to be as well satisfied with the incantation scene in "Robert 
le Diable," provided there were enough gauze and feux- 
follets, as by the Cathedral of Rheims. That it might 
generally be appealed to with advantage as a judge of the 
relative impressiveness of two styles of art, but was wholly 
unable to distinguish truth from affectation in the style it pre- 
ferred. Even in its highest manifestation, in the great mind 
of Scott, while it indeed led him to lay his scenes in Melrose 

one of the iiutltntioiu whicli It kppean to me moat dednble ta enricli in this nuiner " 
•a, in the editien of 1B80, printed u Appendix I., with the addition of the following 



"Ite FovB MoDBa of ApMiBATiON. — (Thia piece of aaaljrna, which I find to 
be entirely eoenrete, waa given in the pre&ce to the seoond edition. I now 
pleoe it, withovt interferenoe from other toplca, »t the cloee of the rolnme, 
where it may he read, I hope, with clearer undentandlng than it could have 
beau at the beginning', — and to better purpoae.) " ] 
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PREFACE TO THE SECOND EDITION 9 

Abbey and Glasgow Cathedral,^ rather than in St. Paul's or 
St Peter's, it did not enable him to see the differ^ice betwerai 
true Gothic at Glasgow, and false Gothic at Abbotsford.* As a 
critical facul^, I found it was hardly to be taken into consid- 
eratimi in any reasoning on the higher merits of architecture. 

§ 4. (2.) Proud Admiration. — This kind of applause, so &r 
bona being courted, I found ought altogether to be deprecated 
by the noble architect, and that no building could be really 
admirable which was not admirable to the poor. So that 
there was an essential baseness in the Benaissance {i.e. the 
modon Italian and Greek style), and an essential nobleness in 
the Gothic, ctmsisting simply in the pride of the one, and the 
humility of the other. I found the love of largeness, and 
especially of symmetry, invariably associated with vulgarity 
ai»l narrowness of mind, so that the persfm most intimately 
acquainted with the mind of the monarch to whom the 
Renaissance architecture owed its principal impulse, describing 
his principles of religion, states that he " was shocked to be 
told that Jesus Christ spoke the language of the humble 
and the poor ; " and, describing his taste in architecture, says 
that he " thought of nothing but grandeur, magnificence, and 
S3rmmetry." • 

§5. (8.) Workmanly Admiration. — This, of course, though 
right within certain limits, is wholly uncritical, being as easQy 
satisfied with the worst as with the best building, so that the 
mortar be laid smoothly. As to the feeling with which it is 
usually united, namely, a delight in the intelligent oleervance 
of the proportions of masses, it is good in all t£e affurs of life, 
whether regulating the disposition of dishes at a dinner table,t 



s de MaiotenoB, quoted in QturrUrfy Beviem, March, 1855, pp. 
423-428. She a^, afterwardE, " He prefers to endnre «U the dniights fram 
the doom, in order that tbej may be opposite one another — ^ou vuut perith in 



t "At the chAteau of Madame V., the white-headed butler begged 
t to apolc^ise for the central flower-basket on the table ; ' He had not 
had time tottud]' the composition.'" — Mrt. Stoite't " Suinuf Memoriet," letL 44. 

* {8«e Vol. I. p. 163, and ftir« Oavigtra, Letter M.] 
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of ornaments on a dress, or of pillars in a portico. But it no 
more constitutes the true power of an architect, than the 
possession of a good ear for metre constitutes a poet ; and 
every building whose excellence consists merely in the propor- 
tion of masses is to be considered as nothing more than an 
architectural dpggrel, or rhyming exercise. 

§ 6. (4.) Artistical and rational Admirati(m. — I found, 
finally, that this, the only admiration worth having, attached 
itself whoUy to the meaning of the sculpture and colour on 
the building. That it was very regardless of general form and 
size ; but intensely observant of the statuary, floral mouldings, 
mosaics, end other decorations. Upon which, little by little, 
it gradually became manifest to me that the sculpture and 
painting were, in fact, the all in all of the thing to be done ; 
that these, which I had long been in the cueless habit of 
thinking subordinate to the architecture, were in&ct the oitire 
masters of the architecture ; and that the architect who was 
not a sculptor or a painter,^ was nothing better than a £rame- 
maker on a large scale. Having once got this clue to the 
truth, every question about architecture immediately settled 
itself without farther difficulty. I saw that the idea of an in- 
dependent architectural pro^sion was a mere modem fallacy, 
the thought of which had never so much as altered the heads 
of the great nations of earlier times ; but that it had always, 
till lately, been understood, that in order to have a Parthenon, 
one had to get a preliminary Phidias ; and to have a Cathedral 
of Florence, a preliminary Giotto ; and to have even a Saint 
Peter's at Rome, a preliminary Michael Angelo. And as, with 
this new light, I examined the nobler examples of our Gothic 
cathedrals, it became apparent to me that the master workman 
must have been the i>erson who carved the bas-relie& in the 
porches; that to him all others must have been subordinate, 
and by him all the rest of the cathedral essentially arranged ; 
but that in &ct the whole company of builders, always large, 
were more or less divided into two great flocks of stone-layers, 

* [Tlw poitit of view here lud dlreaily been taken bj Rukin in tlie earliest <tf hit 
publUhad OHays : bm Po^ry ^Architecture, g ], and the note at Vol. I. p. S.] 
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and sculptors ; and that the number of sculptors was so great, 
and their average talent so considaable, that it would no more 
have been thought necessary to state respecting the master 
builder that he could carve a statue, than that he could measure 
an angle, or strike a curve.* 

§ 7. If the reader will think over this statement carefully he 
will find that it is indeed true, and a key to many things. 
The feet is, there are only two fine arts possible to the human 
race, sculptiue and painting. What we call architecture is 
only the association of these in noble masses, or the pladng 
them in fit places. All architecture othor than this is, in 
fact, mere biateUng; and thou^ it may sometimes be graceful, 
as in the groinings of an abbey roof; or sublime, as in the 
battlements of a border tower ; there is, in such examples of 
it, no more exertion of the powers of hi^ art, than in the 
gracefulness of a well-ordered chamber, or the nobleness of a 
well-built ship of war. 

All hi^ art consists in the carving or painting natural 
objects, chiefly figures : ^ it has always subject and meaning, 
never consisting solely in arrangement of lines, or even of 
colours. It always paints or carves something that it sees or 
believes in ; nothhig ideal or uncredited.' For the most part, 
it paints and carves the men and things that are visible around 
it. And as soon as we possess a body of sculptors able, and 
willing, and having leave from the English public, to carve on 

* lite name bj which the architect of Cologne Ckthedral is designated in 
the contncts for the vork. Is " nugister Upidda," the "master stone-eatter;" 
and I believe this was the usual Latin term throughout the middle ages. The 
architect of the fourteenth ceotuiy portions of Notre-Dame, Paris, is s^led in 
French, mereljr "premier masson." ' 

' [In his copy for correction, Huskiii here noted in the maivin : — 

" Introdnetory Aphorism. 'All fcreat art is either Truth or Praise."* 
With which aphorism, if. the hesding of The Late* <(f Fetoie, eh. I, "All Great 
Art is Prwse.'^ 

» [Cf. Modem Patntert, nh lit. ch. vii. g fl, where this passage is referred to and 
farther iUustrated.] 

■ [So in En^ish docoments the srchitect is often called the latomut or eementariut 
(mason). The arcUteet of Winchcater College, for Initanee, seems to have been 
William Wlnfbtd, chief mason. See on thU subject Mr. Wjatt Fspwortb's Nate* on 
the Sh9wriMf«nd«N(( ^ &tgtuh BaiUing* to the Middle Age*, 1880 (republished in the 
Treauoetioiu qf the SogtU hutitute tf Briluk ArohUeete, toL iiL 1B87), and Mr. A. F. 
Inch's .ffiitoy V WitKheiter OoOtgi, 18M, pp. 106-109.] 
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tlie &9ades of our cathedrals portraits of the living bishops, 
deans, canons, and choristers, who are to minister in the said 
cathedrals; and on the fafades of our public buildings, 
portruts of the moi chiefly moving or acting in the same ; 
and on oiu- buildings, generally, the birds and flowers which 
are sin^g and budding in the fields around them, we shall 
have a school of English arcbitectiu^. Not till then. 

§ 8. This general principle being undo^tood, there is, I 
think, nothing in the text which I may not leave in the fcnm 
in which it was originally written, wi'Uiout further comment, 
except only the expression of doubt (p. 258) as to the style 
which ought, at present, to be consistoitly adopted by our 
architects. I have now no doubt that the only style proper 
for modem Northern work, is the NorUiem Gothic of the 
thirteenth century, as exonplified, in En^and, pre-eminently 
by the cathedrals of Lincoln and Wells,^ and, in France, t^ 
those of Paris, Amiens, Chartres, Rheims, and Bouiges, and 
by the transepts of that of Rouen.' 

§ 9. I must here also deprecate an idea which is often 
taken up by hasty readers of the Sto-nes of Vemce; namely, 
that I suppose Venetian architecture llie most noble of 
the schools of Gothic. I have great respect for Venetian 

1 [For anothw nfiBteuca to Wella— of the west froat of which it ii nid that it is 
"OD a M»le of perfect power uid eSectirenMa" — mo Ledurt* on Arcluttclure md 
IWnHng, § 67. Of UnoolD Ruikin wrote to hii father (April 10, 1801) .■— 

"Tfaia i* to m^ mind worth all th« Ei^^liah cathedrali I have erer aeea 
pat together — &r bejrond mjr higpheet expert»tioDB, Tlie Gslilee — eo called — 
and porch of the imall tranwpt on the (onth aide are quite unlaue, I think, 
•a example* of pure English Gothic in Iti richeat form ; and the Afade ia 
noble — so thorotifthlf fine in colour ai well as in design — and no amall hill 
ndther which It is act upon ; aud a delightfal old town." 
Similarly be wrote at a later date : — 

"I have alwaya held, and am pteparod ag^nat all oonieta to m^ntaln, that tha 
Cathedral of Lincoln ia out-and-out toe moat precioua pleoe of architecture in the 
Bcitiab lalandi, and roughly ipeaking, worth any two other cathedrals we hare cot." 
(See a letter pnbliihed in Uie daily papers of Juno ?, 1898, aud reprinted in a later 
volume of tbii edition).] 

* [Ruikln had seen all theae foreign eathedrala on one or other, or several, of hia 
earlier toura. Of Amiens he was to make more detailed study hereafter (we ne 
Bibie nf Amitnt) : for Charbes, see Vol. I. p. 377 ; to Rheima there ia a reference 
in this volume (p. 136) ; for Bourgea, see Stont* ^ FsatM, vol. 1. ch. ii. § IS. 
oh. vii. § 17 ; voL il. eh. iv. § 44 ; Laeturet on Art, § 16A. Rouen was the cathedt^ 
•peoiallr studied by RuaUn for the purpose of this book ; see above. Introduction, 
p.xKi.] 
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Gothic, but only as one among many early schools. My 
reascm for devoting so much time to Venice, was not that 
her architecture is ^e best in existoice, but that it exemplifies, 
in the smallest compass, the most interesting &cts of architec- 
tural history. The Gothic of Verona is £w noblor than that 
of Voiice ; and that of Floraice nobler than that of Verona. 
FtH" our own immediate purposes that of Notre-Dame of Paris 
is noblest of all ; and the greatest service which can at present 
be rendered to architecture, is the careful delineation of the 
details of the cathedrals above named, by means of photo- 
graphy.^ I would particularly desire to direct the attention 
of amateur photographers to this task ; earnestly requesting 
them to bear in mind that while a photograph of landscape 
is merely an amusing toy, one of early architecture is a pre- 
cious historical document; and that this architecture should 
be taken, not merely when it presents itself under pictur- 
esque general forms, but stone by stone, and sculpture by 
scidpture ; sdsdng every opportunity afibrded by scaffolding to 
ai^MX>ach it closely, and putting tiie camera in any position 
that will command the sculpture, wholly without regard to 
the resultant distortions of the vertical Imes ; such distortion 
can always be allowed for, if once the details are completely 
obtained. 

It would be still more patriotic in lovers of architecture to 
obtain casts' of the sculptures of the thirteenth century, 
wherever an opportunity occurs, and to place them where 
they would be easily accessible to the ordinary workman. 
The Architectural Museum at Westminster* is one of the 

[Id the 1880 reprint of » portion of this pre&ce in an Appendix, thi* ptMue 

I : ". . . the cmreftd delinMtioa of Its detBua from the b^inniog of the twelfth 

to tba doM <rf the finirteeoth century, hv mean* of photofrraphy." Rmldn himtelf 

' ' ' 1 the euei of Amiena and Gli " ' ' 



readi : ". . . the cmreftd delineatioa of Its dotBua from the b^inniog of the 
to tba doM <rf the finirteeoth century, hy mean* of photofrraphy." Rmldn 
carried out what Iw here adriaea, in the eaaea of Amiena and Glotto'i tower at 
floraieai Detailed ^mtograph* of the former were taken under his orden In con- 
Dsetion wHb Tim BibU of ^mlnw; photographs of iht Utter were published In Tie 
mtt^mrit 3\M«r (1881).] 

■ [AsRBskinderiredtodointheoMeofSt.Hark'SfVBniGe: wot areolar niftetb^ 
Mfmoriai Stvdiat ^a. Marli^i, FenlM (1870-1880).] 

* fTbfl Royal Arehiteetnral Museum, at 18 Turton Street, Wesbninster, was founded 
in 18AI ; it is now (1903) amalgamated with the Westminster School of Art Ruskin 
hlmsnlf presented to the Museum some cast* which he had procured of the original 
Bcalptiires of the north-west door of Notre-Dame : see Fim CSmigtra, Letter 41.] 



;;■ Google 



14 PREFACE TO THE SECOND EDITION 

institutions which it appears to me most desirable to emich in 
this mamier. 

§ 10. I hare only to add that the plates of the present 
volume have been careMly re-etched by Mr. Cuff, retaining, 
as fiur as possible, the af^tearance of the orig^al sketches, but 
remedying the defects which resulted in the first edition fiwm 
my careless etching. Of the subject of the ninth plate, I pre- 
pued a new drawing, which has been admirably engraved by 
Mr. Armytage.^ The lettering, said other references, will, I 
hope, be foimd more intelligible throughout.' 



ati.2, and otliw l>t«r Mb., the frontUpivoe.] 
* ' 'a the bUckaeei of the im] 
m difficult to decipher.] 



' [Owlnc to the bUckaeei of the impreMioiu from the platae in ed. 1, the nnmenia 
B mmetliiice dlffic '■■■'■ "• 
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§ 1. I NEVER intended to hare republished this book, which 
has become the most useless I ever wrote ; the buildings it de- 
scribes with so much deUght being now either knocked down, 
or scraped and patched up into smugness and smoothness 
more tragic than uttermost ruin.^ 

But I find the public still like the Ixx^ — and will read 
it» ^riien they -won't look at what would be really useful and 
helpful to tiiem; — and as the germ of what I have since 
written is indeed here, — however overlaid with g^ding, and 
overshot, too splashily and cascade-&shion, with gushing of 
words, — here it is given again in the old form ; all but some 
jneces of rabid and utterly &lse Protestantism,* which are cut 
out from text and appendix alike, and may serve still to give 
the old editions some value yet, in the eyes of book collectors 
and persons studious (as the modem reviewing mind mostly 
is — ^to its large profit) of mistakes in general 

§ 2, The quite first edition, with the original plates, will 
always, I venture to say, bear a high price in the market ; ' 
tor its etchings were not only, every line of them, by my own 
hand, but bitten also (the last of them in my washlumd basin 
at " La Cloche " of Dijon,) by myself, with savage carelessness 
(I being then, as now, utterly scornful of all sorts of art 
dependent on blotch, or burr, or any other "process" than 
that of steady hand and true line) : — out of which disdain, 

> [<y. nota of 1883 to MotUm PaMtrt, vol. iL we. L ch. 1. S 7 (Vol. IV. p. 37 of 
thk sdltioti).] 

* [ThtM 11 ■■■yw irill be toani in the fixitnotee to thie edition : eee pp. <1, 63. 
For other refereneei bv Ruikin In later yean to "the nbid Proteftantinn " and 
"pioaa insolence" of hu earlv boob, aea Modtm PaitOan, voL 1. Pre&ee to 1873 ed. 
(Vol. ULp. H); noteetolSSS ed. of roLiL (Vol. IV. pp.61, 110, 199); taiBetanu 
Md ItHtm, Fn^UHejl tdJ] 

.„..___.. . u_j 
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nevertheless, some of the plates came into effects both ri^t 
and good for their purpose, and will, as I say, be always here- 
after valxiable.' 

§ 8. The copies of them, made for the second edition 1^ 
Mr. Cuff, and here reprinted, are quite as good for all practical 
illustration, and much more admirable as pieces of careful and 
singular engraver's skilL For the ori^nal method of etching 
was not easily imitated by straightforward engraving. When 
I use the needle-point directly on the steel, I never allow any 
burr or mystery of texture ; — (see the plates by my own hand 
in Modem Painters;^ — ) but, in these architectural notes of 
shadow, I wanted mere spaces of gloom got easily ; and so 
used a process shown me, (I think, by a German engraver — 
my memory fails me about it now' — ) in which, the ground 
bang l«d very soft, a piece of tissue-paper is spread over it, 
on which one draws with a hard pencil — seeing, when the 
paper is lifted, approximately what one has got of shadow. 
The pressure of the point removes the wax which sticks to 
the tissue-pi^r, and leaves the surface of the plate in that 
degree open to the acid. The effect thus obtained is a kind 
of mixture of mezzotint — etching — and lithograph; and, 
except by such skill as Mr. Cuff possessed in a peculiar d^ree, 
not to be imitated in any other manner. The vignette frontis- 
piece is also an excellent piece of woric by Mr. Armytage, 
to whose skill the best illustrations of Modem Painters^ owe 
not only their extreme delicacy but their permanence. Some 
of his plates, which I am about to re-issue with portions of 
the book separately, arranged according to their subjects, 
show scarcely any loss of bii^tness for any use hitherto 
made of them." 

' [See alxnre. Introduction, p. xlv.] 

* See List of PUtet in Vob. VI. and VII.] 

■ Hie engraver iraa a joung Frenchmu). See below, p. 279J 

* See the author'* Pre&ce to Modem PainUr; roL iil. (VoL V}.] 

* Rualdn intended to inue (electionB from Modem Pabnter* on mountsini, clouda, 
and tree*. Of tboeeon inountalni ("In montihuj Senctii") two parts were iMued in 
I8Sl-188fi, on clouda (" Call Enarrant ") a duffle pert in 1885, while of the tbird section 
none were pnbliahed. The issued parts had, however, no pUtes. See further on this 
■nbject, Vol 111. pp. liiL, «7fl.] 



,, Google 



PREFACE TO THE EDITION OF 1880 17 

But, having now all my plates in my own possession*^ I 
will take care that n<me are used past the time tiiey will 
jHtjperly last ; and even the present editions of these old books 
can never become cheap — though they will be, I trust, in 
time, all suiBciently accessible. 

§ 4. Some short notes are added to the text of The Seven 
Lampsy now reprinted ; but the text itself (the passages above 
mentioned being alone omitted,) is given word for word, and 
stop for stop : — it may confirm the reader's assurance on that 
matter, to know that I have not evm revised the proofe, but 
left all toil of that kind to my good publisher, Mr. Allen, 
and his helpful children,* who have every claim* fbr what good 
the reader may get of the book, to his thanks no less than 
to 1 * " 



Bbahtwood, TAnuuy SUk, 1880. 



' [Ruakin liad b^ this time token over tbe entire interest in his books irom bis 
former publishers] Messrs. Smith, Elder & Co.] 

* [For some account of Mr. Allen's "ftmiW industrj," at tbia time «t Orplncton, 
tee E. T. Cook's Studie* in Rudcia, cb. vii. To a letter ftom Mr. Allen, eontaming 
auezprstaionofgratitiide for this tribute, Ruakin replied as follows: — ', 

Braktwood, Feb. 26, 188a 
It is Ter7 delif^btful both to be able to give to much pleaaare, of the noblest 
kind ; and to have one's helpers able to reeeive it. I hope it is only the 
b«iginning of what reward in nouour is due to suoh fititbful service. . , .] 

* [In the 1880 edition the following la added ;— 

"Advice. — I find that h^ groteaque mitchanoe, the new pre&ce takes no 
notice of my reason for printing some paaeagea in the book m a larger tfpe, 

*nd numbering them as 'apbor' — ' " *■' ■" '" -"■ — ^ '- '"- — 

will find their serviceablenesa ai 

being ftnt wsJl mtderstood, the 

oogent : — else it might Im taken for a mere mitt of fine words, and read 

— practicnll}'--in rain.— Brantwood, Coniston, Maf 26th, 1880." 

Then follows a list of errata whicli "the reader ia requested to note and correct 

It race," and which are corrected, of course, in all the editdons since 1880. For list 

of them, see above, Biblic^praphicat Note, n. liii. A note at the top of the MS. of this 

prebce shows that it was " knocked off before breakfast" Much of Raskin's work was 

done in the earlf morning ; see PrtettrUa, il. ch. ri. g 122, and Eagh'* Nat, g 104.] 
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INTRODUCTORY' 



§ 1. Some years ago, in cooTersation with an artist* whose 
works, perhaps, alone, in the present day, unite perfection of 
drawing with resplendence of colour,* the writer made some in- 
quiry respecting the general means by which this latter quality 
was most easily to be attained. The reply was as concise as it 
was comprehensive — " Know what you have to do, and do it " 
—comprehensive, not raily as re^giuiled the brandi of art to 
which it temporarily applied, but as expressing the great 
principle of success in every direction of human effort ; fbr I 
believe that failure is less frequently attributable to other in- 
sufficiency of means or impatience of labour, than to a con- 
fused understanding of the thing actually to be done; and 
therefore, while it is properly a subject of ridicule, and some- 
times of blame, that men propose to themselves a perfection 
(tf any kind, which reason, temperately consulted, might have 
shown to be impossible with the means at their command, it 
is a more dangerous error to peimit the consideration of means 
to interfere with our conception, or, as is not impossible, even 
hinder our acknowledgment of goodness and perfection in 
themselves. And this is the more cautiously to be remem- 
bered; because, while a man's sense and conscience, aided 
by Revelation, axe always enough, if earnestly directed, to 
enable him to discover what is right, neither his sense, nor 
conscience, nor feeling, is ever enough, because they are 

* Mulmdy [1880]. 

* [Th«re an two dnfti of thii Introduction in tlio MS. Of theae ona ii the MS. 
of th« whole of the text, vhilo the other, headed "Preftoe," appean to be a pi«- 
Uminarf aketch of the earlier part onljr. Thii, which differs largely from the puUiihed 
Intredootion, ■• given balow, in Appendix IL, p. 281.] 

■ [For other roferencea to Mdready, aee Vol. IV. p. 336.] 
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not intended, to detenuine for him what is posdble. He 
ApBOHiaM knows neither his own strength nor that of his 
1- fellows, neither the exact dependence to be placed 

Wemoj/aiiDaift on his allies nor resistance to be expected &om 
'^u^not ^^^ opponents. These are questions respecting 
o/iMiy* ahat it which passion may warp his conclusions, and ignor- 
f>**''*-' ance must limit them; but it is his own fault if 

either interfere with the apprehension of duty, or the acknow- 
ledgment of right. And, as &r as I have taken cognizance of 
the causes of the many failures to which the efforts of intelli- 
gent men are liable, more especially, in matters political, 
they seem to me more largely to spring from this single error 
than from all others, that the inquiry into the doubtful, and in 
some sort inexplicable, relations of capability, chance, resist- 
ance, and inconvenience, invariably precedes, even if it do not 
altogether supersede, the determination of what is absolutely 
desirable and just. Nor is it any wonder that sometimes the 
too cold calculation of our powers should reconcile us too 
easily to our shortcomings, and even lead us into the fatal 
error of supposing that our conjectural utoiost is in itself well, 
or, in other words, that the necessity of offences renders them 
inoffensive. 

§ 2. What is true of human poli^ seems to me not less so 
of the distinctively political art of Architecture. I have long 
felt convinced of the necessity, in order to its progress, of some 
determined effort to extricate from the confused mass of 
partial traditions and dogmata with which it has become ea- 
cumbered during imperfect ox restricted practice, those large 
principles of right wMch are applicable to every stage and style 
of it. Uniting the technical and imaginative elements as 
essentially as humanity does soul and body, it shows the same 
infirmly balanced liability to the prevalence of the lower part 
over the higher, to the interference of the constructive, with 

' {The portion of tli« tazt distiuguiflhed in th« 1880 edition bjr black-letter trpe 
(tee above, p. xlviii ) is from " while » man'i wdm " doim to tlie end of § 1. Tns 
comctod copy (lee ebore, p. zlvilL) fint mkrked tfait " AphoriBm 1 " m " 2/ a portion 
of the prefifce to tiie fltat edition being then marked aa "Apboriem 1" (see cbore, 
p.")-] 
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the purity and simplicity of the reflective, el^nent. This 
totdency, like every other form of materialism, is increasing 
with the advance of the age ; and the only laws which resist 
it, based upon partial precedents, and already regarded with 
disrespect as decrepit, if not with defiance as tyrannical, are 
evidently inapplicable to the new forms and functions of the 
art, which the necessities of the day demand. How many 
these necessities may become, cannot be conjectured; they 
rise, strange and impatient, out of every modem shadow of 
change. How far it may be possible to meet them with- 
out a sacrifice of the essential characteis of architectural 
art, cannot be determined by specific calculation or observ- 
ance. There is no law, no principle, based on past practice^ 
which may not be overthrown in a moment, by the arising 
of a new condition, or the invention of a new material ; and 
the most rational, if not the only, mode of averting the 
danger of an uttor dissolution of all that is sjrstematic and 
consistent in our practice, or of ancient authority in our 
judgment, is to cease, for a httle while, our endeavours to 
deal with the multiplying host of particular abuses, re- 
straints, or requirements; and endeavour to determine, as 
the guides of every effort, some constant, general, and 
irrefragable laws of right — ^laws, which based upon man's 
nature, not upon his knowledge, may possess so far the un- 
changeableness of the one, as that neither the increase nor 
imperfection of the other may be able to assault or invali- 
date them. 

§ 8. There are, perhaps, no such laws peculiar to any one 
art Their range necessarily includes the entire horizon of man's 
action. But they have modified forms and operations belong-, 
ing to each of his piu'suits, and the extent of their authority 
cannot surely be considered as a diminution of its weight 
Those peculiar aspects of them which belong to the first of the 
arts, I have endeavoured to trace in the following pages ; and 
since, if truly stated, they must necessarily be, not only safe- 
guards against every form of error, but sources of every 
meastue c^ success, I do not think that I claim too much for 
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them in calling them the Lamps of Architecture,* nor that it 
is indolence, in endeavoming to ascotun the true nature and 
nobility of their fire, to rel^ise to enter into any curious or 
special questioning of the innumerable hindrances by which 
their light has been too often distorted or overpowered. 

Had this &rther examination been attempted, the work 
would have become certainly more invidious, and perhaps Less 
useful, as liable to errors which are avoided by the presoit 
simplicity of its plan. Simple though it be, its extent is too 
great to admit of any adequate accomplishment, unless by a, 
devotion of time which the writer did not feel justified in 
withdrawing from branches of inquiry in which the prosecu- 
tion of works already undertaken has engaged him. Both 
arrangement and nomenclature are those of convenience rather 
than of system ; the one is arbitrary, and the other illogical ; 
nca* is it pretended that all, or even the greater number of. the 
principles necessary to the well-bdng of the art, are included 
in the inquiry. Many, howeva-, of considovble importance 
will be found to develope themselves incidentally &om those 
more ^>ecially brought fOTWard. 

I 4. Graver apology is necessary for an apparently graver 
fault. It has been just said, that there is no branch 
of human work whose constant laws have not close 
-_e«w anal<^ with those whidi govern every other mode 
lam ara its of mau's excrtion. But, more than this, exactly as 
"'''^y^^ we reduce to greater simplicity and surety any one 
group of these {tactical laws, we shall find them 
passing the mere condition of connection or anali^y, and 
becoming the actual expression of some ultimate nerve or filve 
of the mighty laws which govern the moral world. However 
mean or inconsiderable the act, there is something in the well 
doing of it, which has fellowship with the noblest forms of 

* " The Uw ia light" 
"Thy Word is « lamp unto my feet" [1880.] * 

. bUck-letter ii 
n to the end of §4.1 
1 [Prawte vi. 23; EWnii cxix. lOS.] 
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manly virtue ; and the truth, decision, and temperance, which 
we rcTeroitly regard as honourable conditions of the spiritual 
bdng, have a rq>reseatative or derivative influence over the 
works of the hand, the movemoits of the frame, and the 
acticm of the intdlect. 

§ 5. And as thus every action, down even to the drawing of 
a line <Nr utterance of a syllable, is capable of a peculiar dignify 
in the manner of it, which we sometimes express by saying it 
is truly done (as a line or tone is true), so also it is capable of 
dignity still higher in the motive of it. For there is no action 
so sli^t, nor so mean, but it may be done to a great purpose, 
and ennobled therefore ; nor is any purpose so great but that 
slight actions may help it, and may be so done as to help it 
much, most especially that chief of all purposes, the pleaang 
of God. Hence Geoige Herbert • — 

" A serruit with thla clause 
Makea drudgery divine ; 
Who Bweepa m room, aafor Tim lamt^ 
Makes that and the actitm mie," * 

Therefore, in the pressing or recommending of any act or 
manner of acting, we have choice of two squtrate lines of 
argument : (me based on representation of the expediency or 
inherent value of the work, which is often small, and always 
disputable; the other based on proofs of its relations to the 
higher wders of htmian virtue, and of its acceptableness, so 

* George Herbert waa too much of an Engliibmaii (and of an BUaabcthan 
tempered Englishman) to conceive that dnidgerj could ever I>e divine in its 
own nature, and MmeUmea, more divine if forced than voluntary, e.g. John 
Knox'a labour as a galley slave.* [i860.] 

> [The itdiea were added in 1880. To the note on thia page the author ha« added 
in the oonvetad eopv of the wcond edition a laarginal note ; "Long note needed."] 

* [Tia Tempb ; <^ Ilia £Uxir." The " eUuaa '^ U :— 

" Teaoh me. mj God and King^ 

In all thing* lliee to mo, 

And what 1 do in any thiug 

To do it ai for Thee."] 

* [See Carlyle On Htnet, Lecture iv. For other 
Me uotaa in Vol 1. pp. 409, 4SO, and VoL IV. p. 3«.] 
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far as it goes, to Him who is the origin of virtue. The former 
is comm<mIy the more persuasive method, the latter assuredly 
the more conclusive ; only it is liable to give ofience, as if 
there were irreverence in adducing considerations so wei^ty 
in treating subjects of small temporal importance. I believe, 
however, that no error is more thoughtless than this. We 
treat God with irreverence by banishing Him from our 
thoughts, not by referring to His will on slight occasions. 
His is not the &iite authority or intelligence which cannot be 
troubled with small things. There is nothing so small but 
that we may honour God by asking His guidance of it, or 
insult Him by taldng it into our own hands ; and what is true 
of the Deity is equally true of His Revelation. We use it 
most reverently when most habitually : our insolence is in ever 
acting without reference to it, our true honouring of it is in 
its universal application. I have been blamed for the funiliar 
introduction of its sacred words.^ I am grieved to have given 
pain by so doing ; but my excuse must be my wish that those 
words were made the ground of every argument and the test 
c£ every action. We have them not oftoi enough on our lips, 
nor deeply enough in our memories, nor loyally enough in our 
lives.' The snow, the vapour, and the stormy wind fulfil His 
word.' Are our acts and thoughts lighter and wilder than 
these — ^that we should forget it ? 

§ 6. I have therefore ventured, at the risk of giving to some 
passages the appearance of irreverence, to take the higher line 
of argument wherever it appeared clearly traceable : and this, 

' [Of RuHldn'a conatuit uae of Bibliml words and phrases, the fbotnotM In pre*iaiis 
volumes hava given illustration. Seo on this subject. Vol. III. p. 074 n., and for a 
pMSBge which was oritidsed m " hlaaphemoiiB," Vol. III. p. 2A4. See on the general 
subject Riukin et la Bible, by H, J. Brnnhes, Paris, 1901.] 
' [The MS. proceeds thus ;~ 

"and thia vrUl seem to ns a giBver &ult, when we remember the wide 
definition thej' have given of the wicked man, not that he does not think of 
God .it bU, not that he does not think of God at solemnitiee and stated 
timee ; but thitt he does not answer oontinnal protection, continual life giving, 
with continual (porpoeeP) of obedience and praise :— 'God is not in Ail hit 
thoufhts.' " 
(Pnlma x. 4.) With the matter of thia uangraph cf. Leeturtt on ArehUeettire and 
Painti^ (IBM), Lecture iv., gg 114 »eqq.] 
' [Psalms cxlviii. 8.] 
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I would ask the reader especially to observe, not merely 
because I think it the best mode of reaching ultimate truth, 
stiU less because I think the subject of more importance than 
many others; but because every subject should surely, at a 
period like the present, be taken up in this spirit, or not at 
aU. The aspect of the years that approach us is apbobiw 
as solemn as it is MI of mystery ; and the weight a 

of evil against which we have to contend, is in- riuaruqfimr 
creasing like the letting out of water.^ It is no ^^ww^'w' 
time for the idleness of metaphysics, or the enter- norutmtta- 
tainment of the arts. The blasphemies of the p^J*^"*' 
earth are sounding louder, and its miseries heaped heavier 
every day ; and if, in the midst of the exertion which every 
good man is called upon to put forth for their repression or 
relief, it is lawiul to ask for a thought, for a moment, fbr a 
lifting of the finger, in any direction but that of the immediate 
and overwhelming need, it is at least incumbent upon us to 
approach the questions in which we would engage him, in tlie 
spirit which h^ become the habit of his mind, and in the hope 
that neither his zeal nor his usefulness may be checked by the 
withdrawal of an hour, which has shown him how even those 
things which seemed mechanical, indifferent, or contemptible, 
depend for their perfection upon the acknowledgment of the 
saoed principles of faith, truth, and obedience, for which it 
has become tiie occupation of his life to contend.' 

* rnua book ma writteu, it will b« remembered, in tlie year of revoluUoni abroHd 
■nd oi the Chartirt mavement at home. Compare a umilar roference, written at the 
mne time, in ed. 2 otJtodtm Paintert, vol. ii., Vol. IV. p. 31 n.J 

* [The text of this aphorism, ia black-Utter in the edition of 1880, ia Arom "The 
■•pect of the jears" to ueend of § 0.]^ 

* [For wme unpublished material tor thie Introductorr cbapter. Me Appenduc ii., 
p.2B^.] 
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CHAPTER I 

THE LAMP OF SACRIFICE 

I 1. Abchitbcture is the art which so disposes and adorns 
the edifices raised by man, for whatsoever uses, that apbowbh 
the sight of them may contribute to his mental *■ 
health, power, and pleasure.* ^a anhUeo- 

It is very necessary, in the outset of all inquiry, ft^^jww 
to distinguish careftiUy between Architecture and "ke humm 
Buildinff.* "'''^' ^ 

To build, — ^liter^y, to confirm,' — is by com- mix to the 
mon understanding to put together and adjust the *""«»>»«•' 
several pieces of any edifice or receptacle of a considerable 

* Thii distinctloa la & little stiffand awkward in temu, but not in thouj^ 
And it IB perfectly aecuntc, though itiff, even in terms. It ia the addition of 

' [la the MS. tfacM wordi remd flnt " health, itrftOffth, and plautire ;" then " hMhh, 
Iwpiiiaew, and plcaanre," and finally as ia Uia text. A draft of aaother opening to 
thia chaptsr ia alao among the MH., and runt aa fallom :- 



"Architecture ia that art which taliiux up, and admitUng as cunditionl of 
her working, the neeeBritiea and usee uf the buildiiuf, makes it also agreeable 
to the eye, or venerable, or honourable bj the additioD of certain nseleas 
characters on such principles as I am about to endeavour to develupe. 

"Thus: in devotional buildings; it is not the srt of architecture which fita 
tbem to reeeire, and entertain witii oomfort, a certain required number of 
peMona engaged in religious offices. That is the ecclesiastical builder's 
MMneM, not the Arobiteot's, Thon^ often the first and most essential 
requirement, it is not the Act <rf architecture which accomplishes it. It is no 
more Architecture that builds a convenient church than it is architecture 
which builds a comfbrtable earriaf^, or a safe sailiiw ship. One reoeptacle 
ia small and another large, one is of shme and of wood, one stands and 
another fluets— ecddeulml diflereucea these of no eonsequence whatsoever as 
refiards the idea of Art,— thm' are all reoeptadea for people : which must be 
biult OD oerUn aeientifio prmdples. Mid the persous wno build them are 
builders: church builders, ooaeh buuders, or ship builders — very able mea, 
sometimes very neceaserily able, if they are to build well : much more able 
than maur architects — bat not therefore to he called by a wrong name. So 
also in military works. . . ."J 
* [The aphoriam In tbe text, In black-letter in the 1880 edltJon, Is " Architecture 

is tlm art . . . power^ and pleasure." Ruskln in Tht Pottrj/ ^ ArchUteturt, written 

davenyeMi berore, had already made this distinction clear : see VoL I. p. 6.] 

■ JIm e^uolonr here lugvested seems to mske some conflirion between the Old 

UnghaK wmd " haild," of which the fundamental senses are " to eoostmct a dwelling," 

"to take up cme^ abode," and the lAtin nnonyms.] 
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28 THE SEVEN LAMPS OF ARCHITECTURE 

size. Thus we have church building, house building, ship 
building, and coach building. That one edifice stands, another 
floats, and another is suspraided on iron springs, makes no 
difference in the nature of the art, if so it may be c^ed, of 
building or edification. The persons who profess that art, are 
severally builders, ecclesiastical, naval, or of whatever other 
name their work may justify : but building does not become 
architecture merely by the stability of what it erects ; and it is 
no more architecture which raises a church, or which fits it to 
receive and cont^ with comfort a required number of persons 
occupied in certain religious offices, than it is architecture 
which makes a carriage commodious, or a ship swift. I do 
not, of course, mean that the word is not often, or evm may 
not be legitimately, applied in such a sense (as we speak of 
naval architecture) ; but in that sense architecture ceases to be 
<me of the fine arts, and it is therefore better not to run the 
risk, by loose nomraielature, of the confusion which would arise, 
and has often arisen, from extending principles which belong 
altogether to building, into the sphere of architecture proper. 

Let us, therefore, at once confine the name to that art 
which, taking up and admitting, as conditions of its working, 
the necessities and common uses of the building, impresses on 
its form certain characters venerable or beautiful, but other- 
wise unnecessary. Thus, I suppose, no one would call the 
laws architectural which determine the height of a breastworfc 
or the position of a bastion. But if to the stone &cing of that 

the mental dpx^ — '"^ the sense in which Plato uses that word in the "Iawb" 
— which separates krchitecture from a wasp's neat, a rat hole, or a railway 
Btatton. [1880.] » 

' [Later puamgra in tlie tort and note* explain that what Raskin means br " the 
mental apx^, is "amuEement and goTemment rec^ved from human mind" (ch. iii. 
§ 2, p. 101); "the intellectual Dominion of Architecture" (ch. iv. § 1 n., p. 138); 
including "authority over materials" (ch. ii. g 10 it,, p, 68). For the sense in which 
Pl&ta thus uses the word dpxh (or rather the verb apx'') in the Latut, see. e.g., Book 
iz., 875 Jy : "Nor can mind, without impiety, be deemed the subject or slave of any 
man, but rather the ruJer of all." Compare, with the text and note here, the aimilar 
distinctions drawn in Tie Poetrji of Arckitecturt, g 133, Vol. I. p. 105. Compare aleo 
In Ruskin's later books. Lecture* on Anhiivtttn and Painting, § 60, The Tieo iWAa, 
§ 106 ; and see Modem PainUri, vol ii. ch. i. (Vol. IV. p. 35 n.), where Rusldn again 
aefeuds his "subjection of the constructive to the decoratire science of architecture 
which nre so much offenoe, to architects capable onlf of construction, in the jSnen 
Lampt. ] 
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bastion be added an unnecessary feature, as a cable moulding, 
that is Architecture. It would be similarly unreasonable to 
call battlements or machicolations architectural features, so 
Icxig as they consist only of an advanced gallery supported on 
projecting masses, with open intervids beneath for offence. 
But if these projecting masses be carved beneath into rounded 
courses, which are useless, and if the headings of the intervals 
be arched and trefoiled, which is useless, that is Architecture. 
It may not be always easy to draw the line so sharply, because 
th«re are few buildings which have not some pretence or colour 
of being architectural ; neither can there be any architecture 
which is not based on building, nor any good architecture 
which is not based on good building ; but it is perfectly easy, 
and very necessary, to keep the ideas distinct, and to under- 
stand fully tliat Architecture concerns itself only with those 
characters of an edifice which are above and beyond its 
common use. I say common; because a building raised to 
the honour of God, or in memory of men, has surely a use to 
which its architectural adornment fits it ; but not a use which 
limits, by any inevitable necessities, its plan or details. 

§ 2. Architecture proper, then, naturally arranges itself 
under five heads : — 

Devotional ; including all buildings raised for God's service 
or honour. 

Memorial ; including both monuments and tombs. 

Civil ; including every edifice raised by nations or societies, 
for purposes of common business or pleasure. 

Military; including all private and public architecture of 
defence. 

Domestic ; including every rank and kind of dwelling-place. 
Now, of the principles which I would endeavour to develope, 
while all must be, as I have siud, applicable to every stage and 
style of the art, some, and especially those which are exciting 
rather than directing, have necessarily fuller reference to one 
kind of building than another ; and among Uiese I would 
place first that spirit which, having iuHuence in all, has never- 
thdess such especial reference to devotional and memorial 
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architecture — ^tbe s|Hrit which offers fat such work precious 
things, simply because they are precious ; not as being neoes- 
suy to the building, but as an offmng, sufrendering, and 
sacrifice of what is to ourselves desirable. It seems to me, 
not only that this feeling is in most cases wholly wanting in 
those who forward the devotional buildings of the presoit 
day ; * but that it would even be regarded as a dangerous,^ or 
perhaps criminal, principle by many among us. I have not 
space to enter into dispute of all the various objecticHis which 
may be urged against it — ^they are many and specious ; but I 
may, perhaps, a^ the reader's patience while I set down those 
simple reasons which cause me to believe it a good and just 
feeling, and as well-pleasing to God and honourable in men, as 
it is beyond all dispute necessary to the production (tf any great 
woric in the kind with which we are at |H«sent concomed.* 

§ 8. Now, first, to define this Lamp, or Spirit, of Sacrifice, 
clearly. I have said that it prompts us to the offering of 
precious things, merely because they are predous, not because 
they are useful or necessary. It is a spirit, for instance, which 
of two marbles, equidly beautiful, applicable and durable, 
would choose the more costly, because it was so, and of two 

* The pecuUsr mumer of Klfiah and impfoiu ostentation, provoked hy the 
glaMmakcn, for a stimulus to trade, of putting up painted windows to be 
records of private affection, instead of universal religion, is one of the worst, 
because most plausible and proud, hypocrisies of our daj. [1880.] ■ 

' [Ed, I reads, " m an Ifptoiant, daDgerons, or," etc] 

' [In the nuuiuscTipt this oonoludiiig sentence is m fbtlows ; — 

"Nov at I believe, not on^ that the feeling linBBg—ry to the production 
otaaj great work, which la a minor raattsr, but that it b a good and hol7 
feeling and one pleasing tA Ood, and of coutm, therefore, beneficial and 
exalting to man, I would much dMire to be ^>le to enter at some length into 
«t examinatioa of the reaaone which mav be aUeged egainst iL 

" I cannot, however, do this In an]' wise satisfactorUf , these hoatile reasons 
being various and manjr, and my plan and my spaee permitting me only to 
state in elear form what I believe to be right, with snch of the more manifeat 
reaeons for my opinion u may be shortly given; and to show what reatdta 
would fbllaw from the acceptance of each a principle ; so that the desire vt 
such results may lead at once to the diacuasion and trial of the prindide 
itself by other* more eompetent than 1 to examine IL"] 

* \Th» corrected copy has erased : — 

"Note on seUiehneBe, memorial windows," etc, 
and it eorreeti in the Note : — 

"provoked" from "InvMited," "private" from "our own earthy," and 
"universal religion" from "the lives of the saints."] 
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kinds of decoration, equally e£fectiTe, would choose the more 
elaborate because it was so, in order that it mi^t in the same 
OHnpass present more cost and more thought. It is there- 
fore most unreasoning and oithtisiastic, and perhapg less 
n^^rely defined, as ^e opposite of the prevalent feeling of 
modem times, which desires to produce' the largest results at 
the least cost. 

Of this £eeling, thai, there are two distinct forms: the 
first, the wish to exercise self-denial for the sake of self- 
discipline merely, a wish acted upon in the abandonment of 
things loved or desired, there being no direct call or purpose 
to be answered l^ so doing ; and the second, the desire to 
honour or please some one else by the costliness of the 
sacrifice. The practice is, in the first case, either private <a 
public; but most frequently, and perhaps most properly, 
|Mivate ; while, in the latter case, the act is commonly, and 
with greatest advantage, public. Now, it cannot but at first 
^pear futile to ass«t the expediou^ of self-denial for its own 
sake, when, for so many sidces, it is every day necessary to a 
£ar greater d^ree than any of us practise it But I believe it 
is just because we do not enough acknowledge or contemplate 
it as a good in itself, that we are apt to fail in its duties when 
they become imperative, and to calculate, with some partiality, 
whether the good proposed to others measures or warrants the 
amount of grievance to ourselves, instead of accepting with 
gladness the opportunity of sacrifice as a personal advantage. 
Be this as it may, it is not necessary to insist upon the matter 
here ; since there are always higher and more useful channels 
of self-sacrifice, for those who choose to practise it, than any 
connected with the arts. 

While in its second branch, that which is especially con- 
cerned with the arts, the justice of the feeling is still more 
doubtful; it depends on our answer to tiie broad question. 
Can the Deity be indeed honoured l^ the presentation to 
Him of any material objects of value, or by any direction of 
zeal or wisdom i^ch is not immediately beneficial to men ? 

For, observe, it is not now the question whether the 
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fairness and majesty of a building may or may not answo- any 
moral purpose ; it is not the retuU of labour in any sort of 
which we are speaking, but the bare and mere costliness — ^the 
substance and labour and time themselves : are these, we ask, 
independently of their result, acceptable offerings to Grod, and 
considered by Him as doing Him honour? So long as we 
refer this question to the decision of feeling, or of conscience, 
or of reason merely, it will be contradictorily or imperfectly 
answered ; it admits of entire answer only when we have met 
another and a far different question, whether the Bible be 
indeed one book or two, and whether the character of God 
revealed in the Old Testament be other than His characta* 
revealed in the New.' 

§ 4. Now, it is a most secure truth, that, althou^ the 
particular ordinances divinely appoint^] for special purposes 
at any given period of man's history, may be by t^e same 
divine authority abrogated, at another, it is impossible that 
any character of God, appealed to or described in any ordi- 
nance past or present, can ever be changed, or understood 
as changed, by the abrogation of that ordinance. God is 
(me and the same, and is pleased or displeased by tiie same 
things for ever, although one part of His pleasure may be 
expressed at one time rather than wiother, and although the 
mode in which His pleasure is to be consulted nuty be 1^ 
Him graciously modified to the circumstances of men. Thus, 
for instance, it was necessary that, in order to the tmderstand- 
ing ^ Quui of the scheme of Redemption, that scheme should 
be foreshown from the beginning by the type of bloody sacri- 
fice. But God had no more pleasure in such sacrifice in the 
time of Moses than He has now; He never accepted, as a 

> [The MS. here has the following puwge (aftarwkrdi enssd) unpUfyioj^ tiiU 

" I cannot but think thst a rtrange feeling whicli is under varioui 
disguiaea a ruling one with man^ Chriatianaj tut what was aoceptahle to 
Jehovah before the Bcheme of redemption waa aceompliabed ia leaa aoceptahle 
when that acheme is fulfilled ; that He ever required from man what He ia 
not. even when He does not require it, willing to receive ; that Christ oune 
to deatrov the Uw instead of to iulfil it, and that the God whose angel dwelt 
in the tabernacle of die wilderness was less to be worshipped in sfKrit and Id 
truth than the God who made Hia tabernacle the fleah oi men."] 
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. propitiation for sin, any sacrifice but the single one in 
prospective : and that we may not entertain any shadow of 
doubt on this subject, the worthlessness of all other sacrifice 
than this is produmed at the very time when typical sacrifice 
was most imperatively demanded. God was a spirit, and 
could be worshipped only in spirit and in truth,^ as singly 
and exclusively when every day brought its claim of typical 
and material service or offering, as now when He asks for 
none but that of the heart.' 

So, therefore, it is a most safe and sure principle that, if 
in the manner of performing any rite at any time, circum- 
stances can be traced whi^ we are either told or may 
Intimately conclude, pleated God at that time, those same 
circumstances will please Him at all times, in the performance 
of all rites or offices to which they may be attached in like 
manner ; unless it has been afterwards revealed that, for some 
special purpose, it is now His will that such circumstances 
should be withdrawn. And this ai^^ument will have all the 
more force if it can be shown that such conditions were not 
essential to the completeness of the rite in its hiunan uses and 
bearings, and only were added to it as being in themselves 
pleasing to God. 

§ 5. Now, was it necessary to the completeness, as a type, 
of tiie Levitical sacrifice, or to its utility as an explanation of 
divine purposes, that it should cost an}rthing to the person in 
whose behalf it was offered ? On the contrary, the sacrifice 
which it foreshowed, was to be God's fi-ee gift; and the cost 
of, or difficulty of obtaining, the sacrificial type, could only 
render tbat type in a measure obscure, and less expressive of 
the offering which God would in the end provide for all men. 
Yet this costiiness was generally a condition of the acceptable- 
ness of the sacrifice. " Neither will I offer unto the Lord my 
God of that which doth cost me nothing."* That costli- 
ness, therefore, must be an acceptable condition in all hiunan 
* a Sam. xxiv. Si. DeuL xvi. l6, 17. 
> IJoba IT. 24.] 

[Tlie HS. mda : "as now vhen mm think tbejr owe Him no Mirim &om ooa 
SkblMth to another.'^ 
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(^erings at all times ; for if it was pleasing to God once, it 
must please Him always, unless directly forbidden by Him 
afterwards, which it has never been. 

Again, was it necessary to the typical perfection of the 
Levitical offering, that it should be the best of the flock? 
Doubtless, the spotlessness of the sacrifice renders it more 
expressive to the Christian mind ; but was it because so 
eiqiressive that it was actually, and in so many words, de- 
manded hy God? Not at alL It was demanded l^ Him 
expressly on the same grounds on which an earthly govemour 
would demand it, as a testimony of respect " Offer it now 
unto thy govemour."* And the less valuable offering was 
rejected, not because it did not image Christ, nor fulfil the 
purposes of sacrifice, but because it indicated a feeling that 
would grudge the best of its possessions to Him who gave 
them ; and because it was a bold dishonouring of God in the 
sight of man. Whence it may be in&llibly concluded, that 
in whatever offerings we may now see reason to present unto 
God (I say not what these may be), a condition of their 
acceptableness will be now, as it was then, t^at they should 
be the best of their kind. 

§ 6. But farther,' was it necessary to the carrying out of 
the Mosaical system, that there should be either art or 
splendour in the form or services of the tabernacle or temple ? 
Was it necessary to the perfection of any one of their 
ty|acal offices, that there should be that hanging of blue, and 
purple, and scarlet? those taches of brass and sockets of 
silver ? that working in cedar and overlaying with gold ? * One 
thing at least is evident : there was a deep and awful dan^r 
in it ; a danger that the God whom ^iley so worshipped, 
might be associated in the minds of the seii^ of Egypt with 
the gods to whom they had seen similar gifts offered and 



' [The ooirected copy hu ■ nota : "Stout* qf Vmtiee, ii. ch. 4 § fil " — >t wbicb place 
thia puwge ii referred to, and the further queitioD (here untouched) is raised — nunelj, 
"whetlierth«chiiroh, u such stood in need of adommeilt, or would be iMiUer fitted for 
its purposes by noMeMinf^ it."] 
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similar honours paid. The probability, in our times, of 
fellowship with the feelings of the idolatrous Romanist is 
absolutely as nothing, compared with the danger to the 
Israelite of & sjrmpa^y with the idolatrous Egyptian ; * no 
speculative, no unproved danger ; but proved fatjly by thar 
fiUl during a month's abandonment to their own will ; a fall 
into the most servile idolatry ; yet marked by such offerings 
to their idol as their leader was, in the close sequel, instructed 
to bid them offer to God. This danger was imminent, per- 
petual, and of the most awful kind : it was the one against 
which God made provision, not only by conunandments, by 
threatenings, by promises, the most urgent, repeated, and 
impressive ; but by temporary ordinances of a severity so ter- 
rible as almost to dim far a time, in the eyes of His people. 
His attribute of mercy. The principal object of every insti- 
tuted law of that Theocracy, of every judgment sent forth 
in its vindication, was to mark to the people His hatred of 
idolatry ; a hatred written under their advancing steps, in the 
blood <tf the Caiuanite, and more sternly still in the darkness 
of their own desolation, when the children and the sucklings 
swooned in the streets of Jerusalem, and the lion tracked his 
prey in the desert of Samaria.* Yet, against this mortal 
dai^ger, provision was not made in one way, (to man's 
thoughts the simplest, the most natural, the most effective,) 
by withdrawing fix>m the worship of the Divine Being what- 
ever could delight the sense, or shape the imagination,^ or 
Umit the idea of Deity to place. This one way God refused, 
demanding for Himself such honours, and accepting for Him- 
self such local dwelling, as had been paid and dedicated to 
idol gods by heathen worshippers. And for what reason? 
Was the glory of the tabernacle necessary to set forth or 
image His divine glory to the minds of His people ? What 1 
purple or scarlet necessary, to the people who had seen 
the great river of Egypt run scarlet to the sea, under His 
* Lam. U. 11. g Kinga »vii. 85. 

^ ISm the anUiot't note at the end of the text, p. 267-1 
* flbe MS. readi ; " or excite the canul imagiiution. ] 
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condemnation? Whatl golden lamp and cherub necessary, for 
those iriio had seen the fires of heaven falling like a manl^e on 
Mount Sinai, and its golden courts opoied to receive thdr 
mortal lawgiver ? AVhat I silver clasp and fillet necessary, 
when they had seen liie silver waves of the Red Sea clasp in 
their arched hollows the corpses of the horse and his rider? 
Nay — ^not so.* There was but one reason, and that an eternal 
one; that as the covenant that He made with men was ac- 
companied with some external sign of its continuance, and of 
His remembrance of it, so the acceptance of that covenant 
might be marked and signified by men, in some external sign 
of their love and obedience, and surrender of themselves and 
thdrs to His will ; and that their gratitude to Him and con- 
tinual remembrance of Him, might have at once their ex- 
pression, and their enduring testimony, in the presentation to 
Him, not only of the firstUngs of the herd and fold, not only 
of the fruits of the earth and the tithe of time, but of all 
treasures of wisdom and beauty ; of the thought Uiat invents, 
and the hand that labours ; of wealth of wood, and weight of 
stone ; of the strength of iron, and the light of gold. 

And let us not now lose sight of this broad and unabro- 
gated principle — I might say, incapable of being abrogated, 
so long as men shall receive earthly gifts &om God. Of all 
that they have. His tithe must be rendered to Him, or in 
so far and in so much He is forgotten : of the skill and of 
the treasure, of the strength and of the mind, of the time 
and of the toil, offering must be made reverently; and if 
there be any difference between the Levitic^ and the 
Christian offering, it is that the latter may be just so much 
the wider in its range as it is less typical in its meaningt as 
it is thankful instead of sacrificial There can be no excuse 
accepted because the Deity does not now visibly dwell in 
His temple ; if He is invisible it is only through our failing 

* YcB, — very much sa The impresdon of all tempomiy vision wean olF 
neit day in the minds of the common people. ContinunI splendour is neces- 
sary and wholesome for them : and the sacrifices required hj Heaven were 
never UBeleas. [1880.] 
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fiuth : nor any excuse because other calls are more im- 
mediate or more sacred ; this ought to be done, and not the 
other left undone. Yet this objection, as frequent as feeble, 
must be more specifically answered. 

§ 7. It has been said — it ought always to be s^d, for it 
is true, — that a better and more honourable offering is made 
to oiu" Master in ministry to the poor, in extending the 
knowledge of His name, in the practice of the virtues by 
which that name is hallowed, than in material presents to 
His tonple. Assuredly it is so : woe to all who think that 
any otJier kind or manner of offering may in any wise take 
the place of these 1 Do the people need place to pray, and 
calls to hear His word? Then it is no time for smoothing 
pilars or carving pulpits ; let us hare enough first of walls 
and roofs. Do the people need teaching from house to 
house, and bread from day to day ? Then they are deacons 
and ministers we want, not architects. I insist on this, I 
plead for this ; but let us examine ourselves, and see if this 
be indeed the reason for our backwardness in the lessa 
work. The question is not between God's house and His 
poor : it is not between God's house and His GospeL It is 
between God's house and ours. Have we no tesselated 
colours on our floors ? no frescoed fancies on our roofs ? no 
niched statuary in our corridors ? no gilded furniture in our 
chambers ? no costly stones in our cabinets ? Has even the 
tithe of these been offered? They are, or they ought to 
be, the signs that enough has been devoted to the great 
purposes of himian stewardship, and that there remains to 
us what we can spend in luxury ; but there is a greater and 
prouder luxury than this selfish one — that of bringing a 
porlacm of such things as these into sacred service, and 
presmting them for a memorial* that our pleasure as well 
as our toil has been hallowed by the remembrance of Him 
who gave both the strength and the reward. And until 
this has been done, 1 do not see how such possessions can 
be retained in happiness. I do not understand the feeling 

* Num. zxzi. 94. Pw. IxxTi. 11. 
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which would arch our own gates and pave our own thresholds, 
and leave the church with its narrow door and foot>wom sill ; 
the feeling which enriches our own chambers with all mwrner 
of costUness, and endures the bare wall and mean compass of 
the temple. There is seldom even so severe a choice to be 
made, sddom so much self-denial to be exercised. There are 
Isolated cases, in which men's happiness and mental activity 
depend upon a certaia d^ree of luxury in their houses ; but 
then this is true luxury, felt and tasted, and profited by. In 
the plurality of instances nothing of the kind is attempted, nor 
can be enjoyed ; ' men's average resources cannot reach it ; and 
that whidi they cxm reach, gives them no pleasure, and might 
AraoBUH ^ spared. It will be seen, in the course of the 
^ following chapters, that I am no advocate for 

Domaitie meanness of private habitation. I would faia intro- 

^wjM* to be jmjg jjj^ it gji magnificence, care, and beauty, where 
national mag- they are possible ; but I would not have that useless 
"***"** expense in unnoticed fineries or formalities ; cornic- 

ing of ceilings and graining of doors, and fringing of curtains, 
and thousands such ; ' things which have become foolishly 

' [From hen to the end of the Mutance the MS. reads : — 

" or even ((ranting' its deeirablenesH, ^t in mere selfiah policf (I am asbaoied 
to name such a motive in conjunction with tlie one I have been niving 
hitherto). In mere worldly comparieon of resource and reanlt, it wonla he 
iriier to unite our meanB and to build one noble building, ' » joj for ever * 
to all, than to break them up in private profitleasnen." 

Hiii paange, it will be wen, containa the germ of much of the lectures in The FalUical 

Eoommm qf Art (1867), reprinted in 1880 under the title of .i Joy />r.&w.] 

* [The text of this aphoriBm, in black-letter in the 1880 edition, is from " It will 

be seen ..." to the ena of § 7-) 

' [An odd sheet of MS. ampljlies this paaeage : — 

"... useless expense in unnoticed fineries— marble chimney-i^eoee <rf 
stone-mason pattern, which neither make a man more warm nor more happy 
than brick hearths ; gilded stucco frames for circular mirrors, projecting into 
stranger birds witli their Feathers glued together or chipped off — neither 
frame nor mirror answering other punwee than that of holding du>it and 
turning the room upside down ; silent alabaster timepieces under bell glasMS, 
which nave not half the companionship in them of an old clock that would 
keep time ; mahogany tables with bead work and claws which it took the 
carpenter many an hour to cut, and which were counted by l«ad and b^ 
talon in the upholsterer's bill, but which are never seen nor cared for from 
one year's end to another, — as If one of plain deal with straight legs would 
not as efficiently sustain either the desk or the dinner ; — innumerable ex- 
penses in comieiitg of ceilings . . ," 

The subject of graining and marbling and other such "spurious arts' 

more at length In ^one* qf Venioe, vol. iiL ch. i. §§ 39 «eff] 
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and apathetically habitual — ^things on whose common appli- 
ance hang whole trades, to which there never yet belonged 
the blessing of giving one ray of real pleasure, or becom- 
ing of the remotest or most contemptible use — ^things which 
cause half the expense of life, and destroy more than half 
its comfort, manliness, respectability, fireshness, and facility. 
I speak trota experience: I know what it is to Hve in a 
cottage with a deal floor and roof,' and a hearth of mica slate ; 
and I know it to be in many respects healthier and happier 
than living between a Turkey carpet and gilded ceiling, beside 
a steel grate and polished fender. I do not say that such 
things have not their place and propriety; but I say this, 
emphatically, that the tenth part of the expense which is sacri- 
ficed in domestic vanities, if not absolutely and meaninglessly 
lost m domestic discomforts and incumbrances, would, if collec- 
tivdy ofiPered and wisely employed, build a marble church for 
every town in England ; such a church as it should be a joy 
and a blessing even to pass near in our daily ways and walks, 
and as it would bring the light into the eyes to see from afar, 
lifting its &ir height above the purple crowd of humble roo&. 

§ 8. I have said for every town : I do not want a marble 
church for every village ; nay, I do not want marble churches 
at all for their own sake, but for the sake of the spirit that 
would build them. The church has no need of any visible 
splendours ; her power is independent of them, her purity is in 
some degree opposed to them. The simplicity of a pastoral 
sanctuary is lovelier than the majesty of an urban temple; 
and it may be more than questioned whether, to the people, 
such majesty has ever been the source of any increase of effec- 
tive piety ; * but to the builders it has been, and must ever be. 
It is not the church we want, but the sacrifice ; not the 

* Yes, it mKj be more Uun questioned ; it may be angrily — or sorrowfully 
— denied : but never by entirely humble and thoughtful peisona. The Buhjeet 
vas first placed by me, without any remains of Presbyterian prejudice, in the 
aspect which it must take on purely rational grounds, in my second Oxford 
inaugural lecture.^ [1980.] 

* [As, e.g., in the little inn at Macugnaca in lS4fi; see Preeteriia, iL ch. viL] 

* [See Lteture* on Art, ch. U. g§ 60-6ff.J 
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emotion of admiration, but the act of adoration ; not the gift, 
but the giving.* And see how much more charity the full 
understanding of this might admit, among classes of men of 
naturally opposite feelings ; and how much more nobleness in 
the work. There is no need to offend by importunate, sdf- 
proclaimant splendour. Your gift may be given in an un- 
presuming way,' Cut one or two shafts out of a ptuphyry 
whose preciousness those only would know who woidd desire 
it to be so used; add another month's labour to the under- 
cutting of a few capitals, whose ddUcacy will not be seen nor 

* Much attention h«s lately been directed to the subject of religious ut, 
»nd we are now in possession ot all kinds of interpretAtions and classiGcations 
of it, and of the leading facts of its history. But the greatest question of sll 
Gonnected with it remains entirely unanswered. What good did it do to real 
religion ? There is no subject into which I should so mut^ rejoice to see a 
lerions and conscientious inquiry instituted as this; an inquiry, undertaken 
neither in artistical enthusiasin, nor in monkish sympathy, but dogged, merci- 
less, and fearleas. I love the religious art of Italy as well as most men,* 
but there is « wide difference between loving it as a manifestation of 
individual feeling, and looking to it as an instrument of popular benefit. I 
have not knowledge enough to form even the shadow of an opinion on this 
latter point, and I should be moft grateful to any one who could put it in my 
power to do ao. There arc, as it seems to me, three distinct questions to be 
considered : The first, What has been the effect of external splendour on the 
genuineness and earnestness of Christian worship? The second. What the 
use of pictorial or sculptural representations in the communication of Cfaristian 
historical knowledge, or excitement of affectionate Imagination t The third. 
What the influence of the practice of religious art on the life of the artist ? 

In answering these inquiries, we should have to consider separately every 
collateral influence and circunutance ; and, by a most subtle analysis, to 
eliminate the real effect of art from the effects of the abuses with which it was 
associated. Thts could be done only by « Christian ; not a man who would 
jall in love with a sweet colour or sweet expression, but who would look for 
true faith and consistent life as the object of all. It never has been done yet, 
and the question remains a subject of vain and endless contention between 
parties of opposite prejudices and temperajnents.' 



' [The MS. inserts, "Build the walls of marble all thronirh instead of fiMmurwith 
it only. . . .'T -B -, 

■ [The MS, hero inserts (afterwards erased), " and I have mteut some of the happiest 
hours of my life among the Franciscans of FieaoU" — a reference to his sojourn at 



' (This was note 2 at the end of the text in eds. 1 and 2. It was omitted in later 
editions. The inquiries thus proponuded were touched on by Rusldu Uiroughout his 
works ; his most deliberate statements being eontidned in the Oxford Lecturt* en Art 
just referred to.] 
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loved by one beholder of ten thousand ; ^ see that the simplest 
masonry of the edifice be perfect and substantial ; and to those 
who r^iard such things, their witness will be clear and impres- 
sive; to those who regard them not, all will at least be in- 
offensive. But do not think the feeling itself a folly, or the act 
itself useless. Of what use was that dearly bought water of 
the well of Bethlehem with which the king of Israel slaked the 
dust of Adullam ? yet was it not thus better than if he had 
drunk it ? ' Of what use was that passionate act of Christian 
sacrifice, against which, first uttered by the false tongue, the 
very objection we would now conquer took a sullen tone few 
ever ? * So also let us not ask of what use our offering is to 
the church : it is at least better for us than if it had been re- 
tained for ourselves. It may be better for others also : there 
is, at any rate, a chance of this ; though we must always fear- 
fully and widely shun the thought that the magnificence of the 
temple can matmally add to the efiiciency of the worship or 
to tJie power of the ministry. Whatever we do, or whatever 
we offer, let it not interfere with the simplicity of the one, or 
abate, as if replacing, the zeal of the other. | 

* John xiL 5. [The lecond qnciUon is not in the MS.] 

t Thirteen lines of valmr xttack on Roinan-C«thoUcism are here — >with 
mncfa gain to the ch«pteri grace, and purification of its truths-omitted.' 
[1880.] 

■ [See furthar, Iwloir, g 11, p. 47-] 

* ^Samuel xiiii. 16.] 
' fThe omittad linea are as followe :- 



Christian trfTeiinc i* directlj' coDtnuUctod. The treatment of the Papista* 
temple is eminenUv exhibilOTj ; it is sur&ce work throiighont ; and the danger 
and evil of their oimrch decoration altogetlier, lie, not in its realit]r-.-Dot in 
the tme wealth and art of which the lower people are never ot^puHot— bat 
io its tinsel and glitter, in the gildings of the shrine and naiotiag of the 
image, ht emhroidery of diDg7 rotas and crowding of imitatea gems; all this 
being freanently thrust forward to the coooealment of what is really good or 
KTeat in tneir bnililings.^ Of an offering of gratitude which is neither to be 
exhibited nor rewarded, whieh is neither to win praise nor porchase salvation, 
the Romanist (sa auchjhas no conception." 
The note (No. 3 at the end <tf the text in eds. 1 end 2) was ss follows :— 

> "'To the eonetaimmt i/vikat ft rea% good or grtat.' " I have often been 
surprised at the supposition that Romanism, in its present condition, could 
either patraniae art, or profit by it. The noble painted windows of SL Maclou 
at Rouen, and mnaj other chnrches in France, are eutirelf blocked np 
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§ 9. While, however, I would especially deprecate the 
imputation of any other acceptableness or usefulness to liie 
gift itself than that which it receives from the spirit of its 
pres^itation, it may be well to observe, that there is a lower 
advantage which never tails to accompany a dutiful observ- 
ance of any right abstract principle. While the first fruits of 
his possessions were required from the Israelite as a testimony 
of fidelity, the payment of those first fruits was nevertheless 
rewarded, and that connectedly and specifically, by the in- 
crease of those possessions. Wealth, and length of days, and 
peace,* were the promised and experienced rewards of his 
offering, though they were not to be the objects of it. The 
tithe paid into the storehouse, was the express condition of 
the blessing which there should not be room enough to re- 
ceive. And it will be thus always: God never forgets any 
work or labour of love ; and whatever it may be of which the 
first and best portions or powers have been presented to Him, 
He will multiply and increase sevenfold. Therefore, though 

Ijehind tli« alUn bv the erection of huge gilded wooden eunbeBini, with in- 
tenpened chernbe. ' 
The HS. adda :-- 

" paioted red and white. And for the ptigeautiT of RomBninn which ia said 

to have so overwhelming an effect upon the &ith uf manv, the chief imprea- 

eiou it hiu alwayB produced on me has been that of wouder that, conriderinir 

how much depended on it, it ihould be lo raarvellonsly ill-managed for effect. 

In the MS. the paMage, "in the gildings . . . gemei," nui "in the gilded doll 

and painted pnppet, in the faded ribod and ilngy lace, in the theatrical robe and 

imitated jewel," while the earlier portion of the note ia a« followa : — 

" VVhile I admit it to be a question whether art has ever promoted tra« 
reliffion, I have a right to oppose the idea of its baring been made efficient 
in the advancement of abatract Romaniam. I am aurpriaed at ita not being 
more frequentljr observed that real art is of no service to the Romanist 
Give him the beat and most precious pcture in the world, and though he 
will indeed use it aa a piece of furniture behind his candles, and smoke th« 
top of it and drop wax over the bottom of it, ]ret, aa an idol, or even as sm 
historic representation, it is of no use to him whatever until he has cut a 
hole in it, and put real pewter crowns on the heads of all the sainta in it. 
Give him a Pieta bj* Michael Angelo, and he will put it in a niche out of the 
way where it will never be seen ; a group of wooden images from the estab- 
lished makers with real laoe dresses on them, and highly painted, is what fae 
wants for practical purposes. The noble painted windows of the east end 
of St Maclou, St Vincent, St. Patrice, and other churches in Rouen «i« 
concealed behind gilded wooden carvings from twenty to thirty feet acroae, 
representing square rays of the sun of the size of oar blades, piercing volume* 
of smoke, with buuchee of suspended cherubs."] 
• [Proverbs iii la Cf. A Jog /or Eoer, § 120.] 



,, Google 



C«.i THE LAMP OF SACRIFICE 48 

it may not be necessarily the interest of religion to admit the 
service of the arts, the arts will never flourish until they have 
been primarily devoted to that service — devoted,' both by 
architect and employer ; by the one in scrupulous, earnest, 
affectionate design ; by the other in expenditure at least more 
&ank, at least less calculating, than that which he would 
admit in the indulgence of his own private feelings. Let this* 
principle be but once fairly acknowledged amoag us ; and 
however it may be chilled and repressed in practice, however 
feeble may be its real influence, however the sacredness of it 
may be diminished by counter-workings of vanity and self- 
interest, yet its mere acknowledgment would bring a reward ; 
and with our present accumulation of means and of intdlect, 
there would be such an impulse and vitahty given to art as it 
has not felt since the thirteenth century. And I do not 
assert this as other than a natural consequence : I should, 
indeed, expect a larger measure of every great and spiritual 
faculty to be always givea where those fEiculties had been 
wisely end religiously employed; but the impulse to which 
I refer, would be, humuily speaking, certain ; and would 
naturally result from obedience to the two great conditions 
enforced by the Spirit of Sacrifice, first, that we should in 
everything do our best; and, secondly, that we should con- 
sider increase of apparent labour as an increase of beauty in 
the building. A few practical deductions from these two 
conditions, and I have done. 

§ 10. For the first : it is alone enough to secure success, 
and it is for want of observing it that we continually fail. 
We are none of us so good architects * as to be able to work 
habitually beneath our strength ; and yet there is not a build- 
ing that I know o^ lately raised, wherein it is not sufficiently 
evident that neither architect nor builder has done his best. 

' [The MS. nmia thni :— 

" DsToted, not merely directed, not purchaied u if for aaj other purpOM, 
And coldlf Mt to labour with Uia mMon and bricklayer, on tne tame 
tanm ; not offered at the loireet poenble price, in the imallest possible 
qnantrty, not mercenarily dealt out on the one hand, or parnmoniously 
haijrained for on the other ; but devoted, both by architect . . ."] 

' [The MS. inaertB, " or ecnlpton either."] 
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It is the especial characteristic of modem woric. All old woi^ 
nearly has been hard work.^ It may be the hard 
work of children, of barbarians, of rustics ; but it is 
Modem always their utmost. Ours has as constantly the 

bviUvn an look of money's worth, of a stopping short wherever 
J^T°^^ and whenever we can, of a la^ compliance with 
im'teimdotha low conditions ; never of a fair putting forth of our 
""^ strength.' Let us have done with this kind of work 
at once : cast off every temptation to it : do not let us degrade 
ourselves voluntarily, and then mutter and mourn over our 
shortcomings; let us confess our poverty or our parsimony, 
but not beUe our human intellect. It is not even a question 
of how nrnch we are to do, but of how it is to be dtme ; it is 
not a question of doing more, but of doing better. Do not 
let us'boss our roofe with wretched, half-worked, blunt-edged 
rosettes ; do not let us flank our gates with rigid imitations of 
medieval statuary. Such things are mere insults to common 
sense, and only unfit us for feeling the nobility of their proto- 
types. We have so much, suppose, to be spent in decoration ; 
let us go to the Flaxman of his time, whoever he may be ; * 
and bid him carve for us a single statue, frieze, or capital, or 
as many as we can afford, compelling upon him the one con- 
dition, that they shall be the best he can do ; place them 
where they will be of the most value, and be content Our 
other capitals may be mere blocks, and our other niches 
empty. No matter : better our work unfinished than all bad. 
It may be that we do not desire ornament of so high an 
order : choose, then, a less developed style, as also, if you will, 
rougher material; the law which we are enforcing requires 
only that what we pretend to do and to give, sh^ both be 

1 [For another ride to tbif tratb, tlut all great art U done easily, aee, t.g., Modtm 
Pttintert, vol. iii. ch. xvL g 27, and Letten to J. J. I^ing, at pp. 11, 21 of the printdjr 
printed LetUn on Art and JMeraturt, edited bj Thomas J. Wise, 1884 (given in a later 
volume of thli edition).] 

■ [The text of the aphoriam, in blaclt-letter io the 1880 edition, ii from " We are 
noneofn* . . ." down to "not belie our human intellect "} 

* [The M8. here ttmit : "1 think a man's pride as well as bis conaoience should 
equallv revolt from such voluntarv degradation. Cast off . . ."] 

* [See BlemeiU* qf Drawing, g 2A7 n., for a further note on Flaxman to aome extent 
qtutUiyi&g the above.] 
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the best of their kind ; choose, therefore, the Norman hatchet 
work, instead of the Flaxman frieze ' and statue, but let it be 
the best hatchet work ; and if you cannot afford marble, use 
Caen stone, but from the best bed ; and if not stone, brick, 
but the best brick ; preferring always what is good of a lower 
order of work or material, to what is bad of a higher ; for this 
is not only the way to improve every kind of work, and to 
put every kind of material to better use; but it is more 
honest and unpretending, and is in harmony with other just, 
upright, and manly principles, whose range we shall have 
presently to take into consideration.* 

* [Jolin FbumaD, R.A. (17&&^18ZB), finit came into repuU, it will b« nmemb«red, 
M ■ modeller of clusic and domestic ftiezee,] 

* [An odd sheet of MS. oootaine ea interMting Tnriaat of the fwegoing passage : — 

"... What can be bo purifying, what wo eoaobling to erer^ meiital 
power, aa ita anMlfisb exercise. If not ia auf other eauae jtA lurelj in that 
of Religion, petty jealousies and unseeml]r ranitiee muat in a measure vanish, 
and the Teijr aotiou of the imagination take place in a pure atmosphere. 
Hie mere de«ire to do our best ia enough. (Not to io better than others but 
OUT own best for onrselvee. The deep trouble and disgrace of envy destrOTS 
the creature's powers : a man may desire to do well, and labour with all hia 
might, and he will not do what he might have done if his purpose be to 
eclipse another. It must be a calm, humble, happy ambition Uiat will cany 
ua on. We might as well thtnk to get the reflection of a bir landscape In 
troubled water as a great range of imaginative puwer in an envions mind. 
But the will to do Uie best possible is far different Art is hard enough 
when we have this will, but she laughs to scorn our insincere efforts without 
it. We must begin with the conception — the aim at perfection. But the will 
to do the best possible, and that fur the sake of some other cause than onrselvee, 
ia the very temper in which the greatest things are done) ; and it is exactly this 
which is the consequence of the Spirit of Sacrifice. For while that Spirit 
leaves to every man s consdence the amount of his gift — it dictates positively 
the riiigle condition that it shall be of his best. And let this condition be 
aa positively observed. Let nothing that is not as good as it can be ever be 
made a part of church architecture. Whatever stone we build with must be 
the best stone of the kind ; we may not be able to afford marble, then let it 
be Caen or Portland, bat the best bed of either. We may not be ^te to afford 
■tone ; build of brick, but of the best brick, do not 1^ it be said ' cheaper 
material will do in this part or in that part ' ; it may answer its purpoee as 
matMial, hot it will not answer Its purpose as an offering. So in the 
ornamentation, we may not be able to afford much, but let what Is given 
be beautiful and as far carried as may be. Do not dot the ceilings or finish 
the leads with wretched, half-worked, blunt-edged, sickly-faced hosses and 
gargoyles : do not put up miserable imitations of medieval statusry ; we are 
fbonsh and weak if we are pleased with such things, they unfit us for feeling 
the nobility of their prototypee, they are a thousand-fold worse than plain 
vaults and walls, they are insults alike to religion anil common sense, and we 
are none of na sneb good architects nor sculptors neither as to be able with 
impunity to work haoltnally beneath our strength, and, being able to do 
Utile, stop short of that little."] 
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§ 11. The other condition which we had to notice, was 
the value of the appearance of labour upon architecture. I 
have spoken of this before ; * and it is, indeed, one of the 
most frequent sources of pleasure which belong to the art, 
always, however, within certain somewhat remarkable limits. 
For it does not at first appear easily to be explained why 
labour, as represented by materials of value, should, without 
sense of wrong or error, bear being wasted ; while the waste of 
actual workmanship is always painful, so soon as it is apparent. 
But so it is, that, while predous materials may, with a certain 
profusion and negligence, be employed for the magnificence of 
what is seldom seen, the work of man cannot be carelessly and 
idly bestowed, without an immediate sense of wrong ; as if the 
strength of the living creature were never intend^ by its 
Maker to be sacrificed in vain, though it is well for us some- 
times to part with what we esteem precious of substance, as 
showing that in such service it becomes but dross and dust. 
And in the nice balance between the straitening of effort or 
enthusiasm on the one hand, and vainly casting it away upon 
the other, there are more questions than can be met by any 
but very just and watchfiil feeling. In general it is less the 
mere loss of labour that offends us, than ^e lack of judgment 
implied by such loss; so that if men confessedly work for 
work's sake,'!' '^^^ ^^ ^^^^ ^°^ appear that they are ignorant 
where or how to make their labour tell, we shall not be 
grossly offended. On the contrary, we shall be pleased if the 
work be lost in carrying out a principle, or in avoiding a 
deception. It, indeed, is a law properly belonging to another 
part of our subject, but it may be allowably stated here, that, 
whenever, by the construction of a building, some parts of it 
are hidden from the eye which are the continuation of others 

• Modem PmUert, Part I. Sec. 1. Chap. S. [Vol III. p. 94 of this 
edmon.1 

t Obscurely expressed. 1 meant, If they worked to show their respect for 
irhat they are doing, and gladness in doing all they can — not in the idea of 
producing impossible efTects, or impressbig the spectator with a, quaotity of 
bad, when they can do nothing that's good "Sacrificed," in the nert 
sentence, would have been a better word than "lost." [1880.1 
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bearing some consistent ornament, it is not well that the 
ornament should cease in the parts concealed ; credit is given 
for it, and it shotild not be deceptively withdrawn: as, for 
instance, in the sculpture of the backs of the statues of a 
temple pediment; never, perhaps, to be seen, but yet not 
lawfully to be left unfinished.^ And so in the working out of 
OTuaments in dark or concealed places, in which it is best to 
err on the side of completion ; and in the carrying round of 
string courses, and other such continuous work ; not but that 
they may stop sometimes, on the point of going into some 
palpably impenetrable recess, but then let them stop boldly 
and markedly, on some distinct terminal ornament, and never 
be supposed to exist where they do not. The arches of the 
towers which flank the transepts of Rouen Cathedral hare 
rosette omamoits on their spandrels, on the three visible 
ades ; none on the side towu-ds the roof. The right of this is 
rather a nice point for question. 

§ 12. Visibility, however, we must remember, depends, not 
only on situation, but on distance ; and there is no way in 
which work is more painfully and unwisely lost than in its 

' [Compare, on thU point of Gniah in Kulptnre even whwe it ia iuririble, Stonei 1/ 
rem«, Tol. L cb. i. §^ 42, 43, where Rnsldn denounces the beBrtleeenen of the aculptor 
who (tafed his hand in the portrait on b tomb, a» BOon >■ he rencbed a aide of the &ce 
intinhle from helow. The "Lamp of Sacrifice" lighted the Greek scnlptars of the 
bait time. In the icalpturei of tbe Parthenon the backs which were set aminrt the 
wall and could never be aeeu by human eye are neTcrtheleu fiuiabed hardly leM care- 
folly than the other parts. Thu practice ii notable, whether it were due to a feeling 
Aat the truth of the Tidble could only be secured if the whole work were sculptured, 
or la "the true love-sacriGce of a genuine artistic soul." This is the explanation of 
the sculptor Rietschl, who aaya : — " It has always filled me with a feeling of tender 
admiration, that the figures of the Parthenon are as carefully finished behind as before^ 
The artiat kn«w that when these statuee had left his hands and studio, no mortal eye 
ewild ever see the charming work which bis love and diligence had created and 
cherished. And now, after 2000 rears, we are permitted, rauer by a happy accident 
than by historical necessity, to dlMOTer the true love-saerificea of' a genuine artistlG 
muL Why did the artist do that, in doing which he seemed to loae so much time and 
labour? He did it from a truly |;odlike creative impulse to call his w<wk into being !n 
All! peiftetion, and for its own Mke, aa the flower springs np on the lonely uplands to 
bloom in the wilderness nnvintod by man or beast. It serres no animal for rood, and 
nt It ia ■• perfectly developed as the most sumptnons flower in an ornamental garden " 
(W. C Pwnfa OrecA md Boman Seulpturt, p. 27t). For other illustrations of thla 
setjoet from ancient art, see E. T. Cook's Popular Handbook to tie Ondt and Soman 



AiMfntUt in the BrUUh Miueum, pp. 307, 4SI, and ^. the passage from Kenan's 
"Prayer on the Acropolis" cited below, p. S3. It is interesting to reflect how much 
of the great art of the world was spent in places where it was never intended to he 
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over ddieacy on parts distant from the eye. Here, again, 
the principle of honesty must govern our treatment : we must 
not work any kind of ornament which is, perht^s, to cover 
the whole building (or at least to occur on all parts of it) 
delicately where it is near the eye, and rudely where it is 
removed from it That is trickery and dishonesty.* Con- 
sider, first, what kinds of omameots will tell in the distance 
and what near, and so distribute them, keeping such as by 
their nature are delicate, down near the eye, and throvnng 
the bold and rough kinds of work to the top ; and if there 
be any kind which is to be both near and far off, take care 
that it be as ^ boldly and ruddy wrought where it is well seen 
as where it is distant, so that the spectator may know exactly 
what it is, and what it is worth. Thus chequered patterns, 
and in general such ornaments as common workmen can 
execute, may extend over the whole building ; but bas-relie&, 
and fine niches and capitals, should be kept down; and the 
common sense of this will always give a building dignity, 
even though there be some abruptness or awkwardness in 
the resulting arrangements. Thus at San Zeno at Verona, 
the bas-reliefs, full of incident and interest, are confined to 
a parallelogram of the front, reaching to the height of the 
capitals of the columns of the porch.' Above these, we find 
a simple, though most lovely, little arcade; and above that, 
only blank wall, with square face shafts. The whole eflFect 

* There is too much tttest laid, throughout this rolume, on proUty in 
picturesque treatment, and not enough on probity In material constniction. 
No rascal will ever hnild a pretty building, — but the common sense, which 
is the root of virtue, will have more to say in a strong man's design than his 
finer sentiments. In the fulfilment of his contract honourably, there will 
be more test of his higher feelings than in his modes of sculpture But the 
concluding sentences of the chapter from this point forward are all quite 
right, and can't be much better put [1880.] 

I [The MS. reads :— 

"that it be not only coarse (or nther bold, tor no work need be eoara^, 
however simple) but •* boldly," etc] 
' [Cf. Ledurtt on ArchUeetare and Pamiing, g 67. The whole of the Addenda to 
Lectures 1. and IL in that book, gg 57-76, should be compared with this chapter. San 
Zeno was a bTourite charch with Rnakin, and is often ^scnned or illustrated in hia 
books ; He«, e.g., Plata 17 in Stimei </ Venux, vol. L, and fig. 42 in Modem Pamten, 
vol. V. Mr. W. M. Roiaetti records in his diary (July 6, 1864) that "the coatode, a 
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is toifold grander and better than if the entire facade had 
been covered with bad woric, and may serve for an example 
of the way to place little where we cannot afford much. So 
again, the transept gates of Rouen * are covered with delicate 
bes-reliefe (of which I shall speak at greater length presently) 
up to about once and a half a man's height ; and above that 
come the usiial and more visible statues and niches. So in 
the campanile at Florence, the circuit of bas-reliefs is on its 
lowest storey ; above that come its statues ; and above them 
all is pattern mosuc, and twisted columns/ exquisitely finished, 
like ali Italian work of the time, but still, in ihe eye of the 
FUnentine, rough and commonplace by comparison with the 
bas-rdie^ So generally the most dedicate niche work and 
best mouldings of the French Gothic are in gates and low 
windows well within sight ; although, it being the very spirit 
of that style to trust to its exuberance for effect, there is 
occasionally a burst upwards and blossoming unrestrainably 
to the sky, as in the pediment of the west front of Rouen, 
and in the recess of the rose window behind it, where there 
ue some most elaborate flower-mouldings, all but invisible 
from below, and only adding a general enrichment to the 
deep ^kadows that rdieve the shafts of the advanced pedi- 
ment. It is observable, however, that this very work is bad 
flamboyant, and has corrupt renaissance charactos in its 
detail as well as use ; while in the earlier and grander north 
and south gates, there is a very noble proportioning of the 
work to the distance, the niches and statues which crown 
tbe nMthem one, at a height of about one hundred feet from 
the ground, being alike colossal imd simple ; visibly so from 
below, so as to induce no deception, and yet honestly and 
well finished above, and all that they are expected to be ; the 

* Hencefbrwanl, for the aakc of convenience, when I n&me uiy cathedral 
town In thia manner, let me be undentood to speak of its cathedral church. 

BMt intelligent jonng nuui, who takea the mort genuine interert ia hii church, re- 
m aa h tr m Rualdn irell, and wenu to have been imbued with lome of hi« lov« for tbe 
oU, hatradof reatoiationB, ate." "The tame ciutode," adda Mr. Roaaetli, "waa still 
thwa when I laat vinted Verona" {Rotielti Paper*, 1903, p. £8).] 
■ [Saa Plate is. (frontiapiece, and p. 138).] 



;;■ Google 



50 THE SEVEN LAMPS OF ARCHITECTUKE 

features very beautiful, fiill of expresaon, and as delicately 
wrought as any wc^ of the period. 

§ 18. It is to be remembered, however, that while the 
ornaments in every fine ancient building, without exception so 
£Etr as I am aware, are most delicate at the base, they are often 
in greater effective quantity on the upper parts. In lugh towers 
this is perfectly natural and right, the soUdity of the foundation 
being as necessary as the division and penetration of the supo'- 
structure ; hence the lighter work and richly pierced crowns of 
late Gothic towers. The campanile of Giotto at Florence, 
already alluded to, is an exquisite instance of the union of the 
two principles, delicate bas-reliefs adorning its massy founda- 
tion, while the open tracery of the upper windows attracts the 
eye by its slender intricacy, and a rich cornice crowns the 
whole.^ In such truly fine cases of this disposition the upper 
work is effective by its quantity and intricacy only, as the 
lower portions by delicacy ; so aiso in the Tour de Beurre at 
Rouen,* where, however, the detail is massy throughout, sub- 
dividing into rich meshes as it ascends. In the bodies of 
buildings the principle is less safe, but its discussion is not 
connected with our present subject. 

§ 14. Finally, work may be wasted by being too good for 
its material, or too fine to bear exposure ; and tiiis, generally a 
characteristic of late, especially of renaissance, wfflk, is periiaps 
the worst fault of all. I do not know anything more painful 
or pitiful than the kind of ivory carving with which the 
Certosa of Pavia,' and part of the Colleone sepulchral chapel at 

* [For detailed deaeriptdoni and Ulnstntioi) of the Campinile, Me Momhigt m 
flormoi tad The Shtpkeri* Tover,] 

■ [The S.W. tower U so eaUed because built (1406-1601) with the moDey paid for 
diapensatiaui to eat batter in Lent. For drawlncn of it bv Ruakin, tee VoL IL pp. 
400,430.] 

> [For furtber ciiticianu of tlie Certon, see atone* of Veniee, voL L ch. L g 3fi, 
ch. IX. g 14 ; review of Lord Undsav, in On (*e OU Road, 18B&, vol. i. § 41 ; AnUra 
Peta^ici, g 160 ; and PneterUa, iii. ch. i. § a With these paasanB may be oonpared 
Rtukio's inipreauona as given in a letter to his fother (Milan, Jul^ 16, 1846) : — 

"The CertosB which I saw Teeterdaf afternoon ia, jn elabora'^ 

quantitv of labour, &r n: 



■aw Teeterdav afternoon ia, jn elaborateaesa and 
marvellotu tnxn my recollection of It, In qnali^ 
, e ii lingnlarlv bad ; it has no monaaterial beling ; 
la bnilt for omatnent ; it reminded me of the architectural deugna of 
things impossible in the Bojral Academy. It baa a "'"'^t English, (£daea 
Hospital, Hampton Court twang about it ; and the detajla, whoee labour ia 



of art, ftr inferior. Its etyli 
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Beigamo,' and other such buildings are incrusted, of which it 
is not possible so much as to think without exhaustion ; and a 
heavy sense of the misery it would be, to be forced to look at 
it alL And this is not &om the quantity of it, nor because it 
is bad work — much of it is inventive and able ; but because it 
looks as if it were only fit to be put in inlaid cabinets and 
rdveted caskets, and as if it could not bear one drifting 
shower or gnawing frost. We are afraid for it, anxious about 
it, and tormented by it ; and we feel that a massy shaft and a 
bold shadow would be worth it all Nevertheless, even in 
cases like these, much depends on the accomplishment of the 
great ends of decoration. If the ornament does its duty — ^if it 
it ornament, and its points of shade and light tell in the general 
effect, we shall not be o£Pended by finding that the sculptor in 
his fulness of fancy has chosen to give much more than these 
mere points of light, and has composed them of groups of 
figures. But if the ornament does not answer its purpose, if it 
have no distant, no truly decorative power ; i^ generally seen, 
it be a mere incrustation and meaningless roughness, we shall 
only be chagrined by finding when we look close, that the in- 
crustatioD has cost years of labour, and has miUions of figures 

quite oTenrhelmin^, onljr Dknuate one from their proftuioa without even 
ciTiiw a ungle bit of good, pure, great art After what I have been among 
in FIoreDce, it looks all derivatiTe and diluted and made me dck — like the 
metrical Teiaion of the FkalntB. It It not tariarouf. It li an attoapt bf 
people without mind or feeling to imitate what ia fpod. But it la all done to 
be Jbte, nothing for a aimple or great pnrpoee. One little bit of Florentine 
erpreeNd cloiater ii worth a tbouaand auui bnildinga, and one little bit of 
Orcagna ia worth centuriee of work in such Bculptare. I never waa ao over- 
whelmed with mediocritj."] 



> [Of thia building (adjoining Uie church of Sta. Maria Manioi« and now reatored) 
Rukin girea the fbllowiiw account in hia diary of 1S46 (Ifay 1^ : — 

"The ehapBlof Colleone is one of the meet vicioua apecimeni of ISth 
ceoturv work ; the wiudowa of it are fiUed up with columns, of which,— each 
bttu oiflerent from the reet, not in decoiabon, but in all ita proportion! and 
tUcUMMea, aome round, aome aqoare, aome thickest at the top and others 
beneathj— the effect is as if they had bMo brought toMthw hj accident, while 
Mch is indiriduaUy of vulgar proportion and more like a candlestick than a 
eolatnn ; the awkward ahiAa of the wheel window are singularly oSensive ; 
the work itself even in the detail* la poor ; no invention, though abundance 
of quantity, the want of feeling throughout being singularly enhanced by 
finoW bsM-relieA of Hsrcnles and HyUa, Herculee and the Nemean lion, 
and Herculee and the Hydia, mixed up with thoee of Cun and Abel and the 
nsaal scristure subjects. As might be expected from their position, the 
pro&ne sottjects are not claaslcal, nor the scriptural ones religious."] 
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and histories in it ; and would be the better of being seen 
through a Stanhope lens.^ Hence the greatness of the nortiiern 
Gothic as contrasted with the Utest Italian. It reaches nearly 
the same extreme of detail; but it never loses sight of its 
architectural purpose, never fails in its decorative power ; not a 
leaflet in it but speaks, and speaks far off too ; and so long as 
this be the case, there is no limit to the luxuriance in which 
such work may legitimately and nobly be bestowed. 

§ 15. No limit ; it is one of the affectations of architects 
to speak of overcharged ornament. Ornament cannot be over- 
charged if it be good, and is always overcharged when it is bad. 
I have given, on the opposite page (Fig. 1), one of the smallest 
niches of the central gate of Rouen. That gate I suppose to 
be the most exquisite piece of pure flamboyant work existing ; 
for though I have spoken of the upper portions, especially the 
receding window, as degenerate,' the gate itself is of a purer 
period, and has hardly any renaissance taint. There are four 
strings of these niches (each with two figures beneath it) round 
the porch, firom the ground to the top of the arch, with three 
intermediate rows of larger niches, &r more elaborate ; beades 
the six pnncipal canopies of each outer pier. The total 
number of the subordinate niches alone, each worked like that 
in the plate, and each with a different pattern of traceries in 
each compartment, is one hundred and sevmty-six.* Yet in 
aU this ornament there is not one cusp, one flnial, that is use- 
less — ^not a stroke of the chisel is in vain; the grace and 
luxuriance of it all are visible — sensible rather — even to the 

* I hftve certftinly not examined the seven hundred and four tisc^es 
(four to each niche) so as to be sure that none are alike ; but they have the 
aspect of continual variation, and even the rottt of the pendaiiM of the mutU 
gnmed niche rvqfi are all of different patterns. (I now italicise this last 
sentence, — for it is the best illustraticxi in tfae whole book, of the loving and 
religloua labour on which it ao frequently insists.) ■ 

' [A long of small diameter with two convex fuM of different radii enclosed in a 
metallic tube, invented bj the third Earl Stanhope (17&3-1816).] 

> [^ above, § 12, p. 40.] 

' [This was Note 4, at the end of the book, in the lit aod 2nd eds. The sentence in 
brackets at the end was added in the 1880 edition, in which the whole unte appeered 
in Appendix iL, the fi)llowitig words introdacing it and another note: "ThefiMlowing 
two notes — fourth and fifth in the old edition — are worth preserving."] 
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uniDquiring eye ; and all its minuteness does not diminish the 
majesty, while it increases the mystery, of the noble and un- 
l»Y>ken vault It is not less the boast of some s^les that they 
can bear ornament, than of others that they can do without it ; 
but we do not often enough reflect that those very styles, of so 
haughty simphcity, owe part of their pleasurableness to con- 
trast, and would be wearisome if universaL They are but the 
rests and monotones of the art; it is to its &r happier, far 
higher, exaltation that we owe those fair fronts of variegated 
mosaic, charged with wild fancies and dark hosts of imagery, 
thicker and quainter than ever filled the depth of midsummer 
dream ; those vaulted gates, trellised with close leaves ; those 
window-labyrinths of twisted tracery and starry liji^t; those 
misty masses of multitudinous pinnacle and diademed tower ; 
the only witnesses, perhaps, that remain to us of the faith and 
fear of nations. All else for which the builders sacrificed, has 
passed away — all their living interests, and aims, and achieve- 
ments. We know not for what they laboured, and we see no 
evidence of their reward. Victory, wealth, authority, happi- 
ness — all have departed, though bought by many a bitter 
sacrifice. But of them, and their life and their toil upon the 
earth, one reward, one evidraice, is left to us in those gray 
heaps ' of deep-wrought stone. They have taken with th^n to 
the grave their powers, their honours, and their errors; but 
they have left us their adoration.^ 

* rriis MS. Hhowit that Ruskin here tried other words — first "emioenoee" and 
Qua " ihadoin," before fin&llj lelecting " heaps."] 

* [With "Ilia Lamp of Sacrifice" may be compared Wordawortli'e fint Hmnet oa 
Kiofa College Chapel, Cambridge ; — 

"Tax not the royal Saint with vain expenae, 

With iU-matched aims the Architect who planned — 

Albeit labouring for a scanty hand 

Of white-robed Scholars only — this immenw 

And gloriooe Work of fine intelligence ! 

Give all thou canst ; high Heaven rqects the 1or« 

Of nicel;^«alculated less or more." 
<y. alao Reoan'a " Frarer on the Acropolu " in hie Seeolbetiotu o^ Ify Tovth (Engjiah 
ed.,1892,p. 62): "Whataddeso much to the beanty of the bnil^nge ft their abeolnto 
honertr and the respect shown to the I>iTinit}r. The parte of the bidlding not aeeo 1^ 
the public are ae wdl constructed ae those which meet the eye ; and there are none of 
tboee deeeptSons which, in French charches more particnlarly, give the idea of being 
hitinded to mislead the Divinity as to the value of the offering.'^ 
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CHAPTER II 

THE LAMP OF TRUTH 

§ 1. TheB£ is a marked likeness between the virtue of noan 
and the enlightenment of the globe he inhabits — the same 
diminishing gradation in vigour up to the limits of their 
domains, the same essential separation &om their (»ntraries — 
the same twilight at the meeting of the two: a somethinif 
wider belt than the line where the world rolls into night, that 
strange twilight of the virtues ; that dusky debateable land, 
wherein zeal becomes impatience, and temperance becomes 
severity, and justice becomes cruelty, and faith superstition, 
and each and all vanish into gloom. 

Nevertheless, with the greater number of them, thoug;h 
thdr dimness increases gradually, we may mark the moment 
of thdr sunset ; and, happily, may turn the shadow back by 
tiie way by which it had gone down : but for one, the line of 
the horizon is irregular and undefined ; and this, too, the vexy 
equator and girdle of them all — Truth ; that only one of whi(^ 
there are no degrees, but breaks and rents continually; that 
pillar oi the earth, yet a cloudy pillar ; that golden and nsxrow 
line, which the very powers and virtues that lean upon it 
bend, which policy aiid prudence conceal, which kindness and 
courtesy modify, which courage overshadows with his shield, 
imagination covers with her wings, and charity dims with ho- 
tears. How difficult must the maintenance of that authority 
be, whidi, while it has to restrain the hostility of all the worst 
principles of man, has also to restrain the disorders of his best 
— ^which is continually assaulted by the one and betrayed by 
the other, and which regards with the same severity the lightest 
and the baldest violations oi its law t There are some faults 
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slight in the sight of love, some errors slight in the esti- 
mate of wisdom; but truth forgives no insult, and ^idures 
no stain. 

We do not enough consider this; nor enough dread the 
sli^t and continual occasions of offence against her. We are 
too much in the habit of looking at falsehood in 
its darkest associations, and through the colour of ^"^ 

its worst purposes. That indignation which ^* -i.^^ .^ 
profess to feel at deceit absolute, is indeed only at harmqftmi- 
deceit malicious. We resent calunmy, hypocrisy, ^^t^i 
and treachery, because they harm us, not because 
they are untrue. Take the detraction and the mischief from 
the untruth, and we are Uttie offended by it ; turn it into 
praise, and we may be pleased with it And yet it is not 
calumny nor treachery that do * the lugest sum of mischief 
in the world ; they are continually crushed, and are fdt only 
in being conquered. But it is the glistening and softly spoken 
lie ; the amiable fallacy ; ' the patriotic Ue of the historian, the 
provident lie of the politician, the zealous lie of the partizan, 
the mercifid Ue of the firiend, and the careless lie of each man 
to himself, that cast that black mystery over humanity, through 
which we thank any man who pierces,' as we would thank one 
who dug a well in a desert ; happy, that the thirst for truth 

* "Do," — in the old edition, more gnmniktically, "does," — but, u I get 
6id, I like to nuJce m; own grammar at liomc. The seateoce following, " they 
are contummlly cnuhed, and are felt only in being conquered," must he missed 
oat of the aphoriam. I did not know the world, when I wrote it, aa well as 
Sandra BotticeUi ; * but the entire substance of the aphorism is sound, never- 
tlielen, and moat uaefiil. Calumny is, indeed, more invincible than praise ; 
bat, at its worst, less mischievous than It/mg praise, and that by a long 
way. [1880.] 

* [Tie apfcoriim in the text, in black-letter in the 1880 edition, i* from " We are 
too much in the habit . . ," down to " left the fountaini of it"] 

■ rue MS. has, "the Innocent and amiable fiJlacy."] 

* [Ed. 1 read* : "throngh which any man who pierces, we thank aa we would . . ."; 
•B^ m the next line, reeds " happy in that."] 

* rrhe refbrance is to Botticeln's picture of "Calumny" (baaed on Lucian'a de- 
Mription of the work of Apellea) in the Uffiii at Florence. A description of the uitsf s 
BMtiTe and a photographic reproduction of the picture will be found in A, Streeter'i 
SMiesfK, IBOS, pf. 122-126.] 
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still remains with us, even when we have wilfully left the 
fountains of it. 

It would be well if moralists less frequently confused 
the greatness of a sin with its unpaidonableness. The tw^o 
characters are altogether distinct. The greatness of a &ult 
depends partly on the nature of the person against whom it is 
committed, partly upon the extent of its consequences. Its 
pardonableness depends, humanly speaking, on the d^ree of 
temptati<m to it. One class of circumstances determines the 
weight of the attaching punishment ; the other, the daim to 
remission of punishment : and since it is not always easy for 
men to estimate the relative wei^t, nor always possible for 
them to know the relative consequences, of crime, it is usually 
wise in them to quit the care of such nice measurements, and 
to look to the other and clearer condition of culpability, 
esteeming those faults worst which are committed under least 
temptation. I do not mean to diminish the blame of the 
injiuious and malicious sin, of the selfish and deliberate falsi^ ; 
yet it seems to me, that the shortest way to check the darker 
forms of deceit is to set watch more scrupulous against those 
which have mingled, imregarded and unchastised, with the 
current of our life. Do not let us he at alL Do not think of 
one fftlsity as harmless, and another as slight, and another as 
unintended. Cast them all aside: they may be light and 
accidental ; but they are an ugly soot from the smoke of the 
pit, ^ for all that ; and it is better that our hearts should be 
swept clean of them, without over care as to which is lai^[est 
jVphobum ^^ blackest Speaking truth is like writing £ur, 
&■ and comes only by practice ; it is less a matter of 

Truth oannoi be will than of habit, and I doubt if any occasion 
^"^^j**^^ can be trivial which permits the practice and for- 
bia it varth mation of such a habit. To speak and act truth 
them.* ^^jj constancy and precision is neiu'ly as difficult, 

and perhaps as meritorious, as to speak it under intimidati(Hi 

I [RevelatioD be. S.] 

* [The text of the sphoriim, in black-letter In tfae 1880 edition, ii from "To ^eak 
and act trath . . ." down to the end of § 1.] 
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or penalty ; and it is a strange thought how many men there 
are, as I trust, who would hold to it at the cost of fortune 
or life, for one who would hold to it at the cost of a little 
daily trouble. And seeing that of all sin there is, periiaps, 
no one more flatly opposite to the Almi^ty, no one more 
" wanting the good of virtue and of being," than this of lying, 
it is surely a strange insolence to fall into the foulness of it 
<m light or on no temptation, and surety becoming an honour- 
able man to resolve, that, whatever semblances or fallacies the 
necessary course of his life may compel him to bear or to 
believe, none shall disturb the serenity of his voluntary actions, 
nor diminish the reality of his chosen delists.' 

§ 2. If this be just and wise for trutii's sake, much more 
is it necessary for l^e sake of the delights over which she has 
influence. For, as I advocated the expression of the Spirit of 
Sacrifice in the acts and pleasures of men, not as if thereby 
those acts could tiirther the cause of religion, but because most 
assuredly they might therein be infinitely ennobled themselves, 
so I would have the Spirit or Lamp of Truth clear in the 
hearts of our artists and handicraftsmen, not as if the truthfiil 
practice of handicrafts could fiu: advance the cause of truth, 
but because I would fain see the handicrafts themselves m^ed 
by the spurs of chivalry : and it is, indeed, marvellous to see 
what power and universality there are in this single principle, 
and how in the consulting or foigetting of it lies half the 
dignity or decline of every art and act of man, I have before ' 
oideavoured to show its range and power in painting ; and I 
beheve a volume, instead of a chapter, might be written on its 
authority over all that is great in architecture. But I must be 
content with the force of few. and familiar instances, believing 
that the occasions of its manifestation may be more easily 
discovered by a desire to be true, than embraced by an analysis 
of truth. 

' [For aa Mrliw dnft of tli« bc^nlng: portion of thii cbiLpter, bm Appuidlz iL, 

■'[Tlie corraetad oopy iddi, " Xodtnt Pntetert, toL i." Sea Mpecially pt U. 
■ae. i. Gk L (Vol. III. p. 137}.] 
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Only it is vety necessaiy in the outset to mark cleaily 
wherein consists iJie essence of fidlacy, as distinguished from 
fiincy.* 

§ 8. For it might he at iirst thought that the whole 
j^^^j^jg^ kingdom of imagination was one of deception 
9. also. Not so : the action of the imagination is a 

The nature Olid Voluntary summoning of the conceptions of things 
^gnity (/ina- ahscut or impossible ; and the pleasure and nobility 
******* of the imagination partly consist in its knowledge 

and contemplation of them as such, i.e. in the knowledge 
of their actual absence or impossibility at the moment of 
thdr apparent presence or reality. When the ima^n&tion 
deceives, it becomes madness. It is a noble &culty so long 
as it confesses its own ideality; when it ceases to confess 
this, it is insanity. All the di£ference lies in the &ct of 
the confession, in their being no deception. It is necessaiy 
to oiur rank as spiritual creatine, that we should be able 
to invoit and to behold what is not ; and to our rank as 
moral creatures, that we should know and confess at the 
same time that it is not.* 

§ 4. Again, it might be thou^t, and has been thou^t, 
that the whole art of painting is nothing else than an 
endeavour to decdve. Not so : it is, on the contrary, a 
statement of certain &cts, in the clearest possible way. 
For instance : I desire to give an account <^ a mountain <» 
of a rock ; I begin by telling its shape. But words will not 

* "Fuicy;" before, " sappoaition," — which was * eurionilj imperfetit 
word. "F&ncf," abort for "tuituy," now murt be Ukea as including not 
only great imaginations, but fond ones, or even fiMliih and diseaaed onea — 
which are nevertbelesi ai true as the healthiest, so long as we know them 
to be diseased. A dream is as real a fiwt, as a vision of reality : deceptive 
mily If we do not recognise It as a dream.* [1880.] 

> mm trat of tlifl •phorlan, in b]ack-4ett«r In the 1B80 adition, is the whole of § a] 

■ [The MS. proceeds :— 

"Heooa the same irordi become troth or Attehood ■cnrdins' to the 
&caltiaa to whioh tliej are addreMed. Homer's deoDription of Scflla b 
tnith in the Odgtiqf; it wonld have hecome fiUaehood if PUay had qnoted 
it in hi* yatural Butoty."] 

* [See the fuller statamenta on thi« point in the 1883 edition of Modern Pabtttn, 
vol it ; VoL IV. p. 222, of this edition.] 
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do this distinctly, and I draw its shape and say, " This was 
its shape." Next: I would fein represent its colour: hut 
words will not do this either, and I dye the paper, and say, 
"This was its colour." Such a process may he carried on 
until the scene appears to exist, and a high pleasure may 
be taken in its apparent existence. This is a communicated 
act (MT imagination, hut no lie. The lie can consist only 
in an assertion of its existence (which is never for one 
instant made, impUed, or beHered), or else in false state- 
ments of forms and colours (which are, indeed, made and 
behered to our great loss, continually). And observe, also, 
that so degrading a thing is deception in even the approach 
and appearance of it, that all painting which even reaches ' 
tiie mark of apparent realization is degraded in so d<Hng. I 
I have enough insisted on this point in another place.^ 

§ 5. The violations of truth, which dishonour poetry and 
painting, are thus for the most part confined to the treat- 
ment of their suhjects. But in architecture another and a 
less subtle, more contemptible, violation of truth is possible ; 
a direct falsity of assertion respecting the nature of material, 
or the quantity of labour. And ^a^ is, in the fUll sense 
<rf the word, wrong; it is as truly deserving of reprobation 
as any other moral delinquency ; it is unworthy alike of 
architects and of nations; and it has been a sign, wherever 
it has widely and with toleration existed, of a singular 
debasement cdf the arts ; that it is not a sign of worse than 
this, of a general want of severe probity, can be accounted 
fac only by our knowledge of the strange separation which 
has for some centuries existed between the arts and all 
other subjects of human intellect, as matters of conscience. 
This withdrawal of conscientiousness from among the faculties 
concerned with art, while it has destrojred the arts them- 
sdves, has also rendered in a measure nugatory the evidence 
which otherwise they might have presented respecting the 
character of the respective nations unong whom they have 

1 [Tha oorracted oo^ adda, " JToAni FabUer*, i." 8m Vol. III. p. 10&] 
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been cultivated; otherwise, it might appear more than 
strange that a nation so distinguished for its general up- 
rightness and &ith as the English, should admit in their 
ardiitecture more of pretence, concealment, and deceit, than 
any other o£ this or of past time. 

They are admitted in thoughtlessness, but with fatal effect 
upon the art in which they are practised. If there were no 
other causes for the failures which of late have marked every 
great occasion for architectural exertion, these petty dis- 
honesties would be enough to account tor alL^ It is the first 
step, and not the least, towards greatness, to do away with 
these ; the first, because so evidently and easily in our power. 
We may not be able to command good, or beautifiil, or in- 
ventive, architecture ; but we can command an honest archi- 
tecture : the meagreness of poverty may be pardoned, the 
sternness of utility respected ; but what is there but scorn for 
the meanness of deception ? 

§ 6. Architectural Deceits are broadly to be considered 
un<^ three heads : — 

Ist The suggestion of a mode of structure or support, 
other than the true one ; as in pendants of late Gothic roo&. 

2nd. The painting of siurfiaces to represent some other 
material than that of which they actually consist (as in the 
marbling of wood *), or the deceptive representation of sculp- 
tured (Hnament upon them. 

8rd. The use of cast or machine-made ornaments of any 
kind. 

Now, it may be broadly stated, that architecture will be 
noble exactly in the degree in which all these false expedients 
are avoided. Nevertheless, there are certain de^prees of than, 
which, owing to their frequent usage, or to other causes, have 
so far lost tiie nature of deceit as to be admissible ; as, for 

> (The MS. adds :— 

" For It it impoMible for an habitual hrpoerlar to btt banlthed on a anddot, 
and thon^hta whicli have beea contlauallf moalded in atnoco and eaatiron 
oumot on th* initant be aolidified into rtone." 
Spedal refbrence wai perbaM intended to the Italian frontare added to B»ckinghain 
PaUee in 1846 hj Bloro.] 

* [Cr. aboTO, p. 38, and below, g 14, p. 72.] 
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instance, gilding, which is in architecture no deceit, because 
it is therein not understood for gold ; while in jewellery it is 
a deceit, because it is so understood, and therefore altogether 
to be reprehended. So that there uise, in the application 
of the strict rules of right, many exceptious and niceties of 
conscience ; which let us as briefly as possible examine. 

§ 7. 1st. Structural Deceits.* I have limited these to the 
determined and purposed suggestdon of a mode of support 
other than the true one. The architect is not bound to 
exhibit structure ; nor are we to complain of him for conceal- 
ing it, any more than we should r^j^et that the outer sur- 
&ces of the human frame ccmceal much of its anatomy; 
nevertheless, that building will generally be the noblest, 
which to an intelligent eye discovers the great secrets of 
its structure, as an animal form does, although from a care- 
less observer they may be concealed. In the vaulting of a 
Gothic roof it is no deceit to throw the strength into the 
ribs of it, and make the intermediate vault a mere shell. 
Such a structure would be presimied by an intelligent 
observer, the first time he saw such a roof; and the beauty 
of its traceries would be enhanced to him if they confess^ 
and followed the lines of its main strength. If, however, 
the intermediate shell were made of wood instead of stone, 
and whitewashed to look like the rest, — ^this would, of course, 
be direct deceit, and altogether unpardonable.' 

There is, however, a certain deception necesswily occur- 
ring in Grothic architecture, which relates, not to the points, 
but to the manner, of support. The resemblance in its 
shafts and ribs to the external relations of stems and branches, 
which has been the ground of so much foolish speculation, 
oecessanly induces in the mind of the spectator a sense or 

* Aeiihttic deceits, to the eye and mind, being all tbat are conaidered in 
thia chapter — not imctical roguerv. See note 10 (here note * on in 48). 

[issa] 

fHw us. here adda but enwea tliu note : " (One of the moat difficult quaitianB 
aetad with thia aulqact of atruetural deceit ia that relating to the uae M iron.)" 
I aow § & of this ehaptar.1 

* [See, t.g., § 81 beW, for the •peculation wMeli connected tracery with treea.] 
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belief of a correspondent internal structure ; that is to say, 
of a fibrous and continuous strength &om the root into the 
limbs, and an elasticity communicated uptoards, sufficioit 
for the support of the ramified portions. The idea of the 
real conditions, of a great weight of ceiling thrown upon 
certain narrow, jointed lines, which have a tendency partly 
to be crushed, and partly to separate and be pushed out- 
wards, is with difficulty received; and the more so when 
the pillars would be, if unassisted, too slight for the weight, 
and are supported by external Hying buttresses, as in the 
apse of Beauvais, and other such achievements of the bolder 
Gothic Now, there is a nice question of conscience in this, 
which we shall hardly settle but by considering that, when 
the mind is informed beyond the possibility of mistake as 
to the true nature of things, the affecting it with a contrary 
impression, however distinct, is no dishonesty, but, on the con- 
trary, a legitimate appeal to the imagination.* For instance, 
the greater part of the happiness which we have in contem- 
plating clouds, results from the impression of their having 
massive, luminous, warm, and moimtain-like sur&ces; and 
our delight in the sky frequently dqtends upon our consider- 
ing it as a blue vault. But, if we choose, we may know 
the contraiy, in both instances; and easily ascertain' the 
cloud to be a damp fog, or a drift of snow-flakes; and the 
sky to be a lightless abyss. There is, therefore, no dis- 
honesty, while there is much delight, in ^e irresistibly con- 
trary impression. In the same way, so long as we see the 
stones and joints, and are not deceived as to the points of 
support in any piece of architecture, we may rather praise 
than regret the dexterous artifices which compel us to feel 
as if there were fibre in its shafts and life in its branches. 
Nor is even the concealment of IJie support of the external 
buttress reprehensible, so long as the pillars are not sensibly 
inadequate to their duty. For the weight of a roof is a 

' rrha HS. reads : " m raiy gloriaiu kct of, «nd l«githaate ■ppeal.to, tbe im^lnft- 
tton.'-] 

' ^d. 1 ttttds ; " Bot we know the oontimry , In both inatkncei ; wa know tlta 
doaatobs . . ."] 
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drcumstance of which the spectator generally has no idea, 
and the provisions for it, consequently, circuinstances whose 
necessity or adaptation he could not underatand. It is no 
deceit, therefore, when the weight to be borne is necessarily 
unknown, to conceal also the means of bearing it, leaving 
only to be perceived so much of the support as is indeed 
adequate to the weight supposed. For the shafts do, indeed, 
bear as much as they are ever imagined to bear, and the 
system of added suppint is no more, as a matter of ctmscience, 
to be exhibited, than, in the human or any other form, 
mechanical provisions for those functions which are them- 
selves unperceived. 

But the moment that the conditions of weight are compre- 
hoided, both truth and feeling require that the conditions of 
support should be also comprehended. Nothing can be worse, 
dther as judged by the taste or the conscience, than affectedly 
inadequate supports — suspensions in air, and other such tricks 
and vanities.* 

§ 8. With deceptive concealments of structure are to be 
classed, though still more blameable, deceptive assumptions of 
it, — the introduction c^monbers which should have, or profess 

* Four lines are here suppressed, of attack by Mr, Hope on St. Sophia, 
which I do not now choose to ratify, because I hare never teen St. Sophia ; 
and of attack by myself on King*! College Chapel, at Cambridge, — which 
took no account of the many channing qualities possesaed through its &ults, 
nor of ita superiority to everything else in its s^le.^ [1880.] 

1 [The four line* (in eda. 1 and 2) are :— 

" Mr. HoM wisely reprehends, fbr this reason, Hie anangement of tlie 

main piers of St. S(n>hia at Constantinople. King's Cdlege Chapel, Csm- 

bridM, is a piece oi architectural juggling, if poaeihla still more to be 

oondemned, because less sublime." 

He book rafarred to is An Bittorical £Moy on ArtUtteture, hv Thomas Hope, 2 vols. : 

London, 1S3S (pp. 12S-I26). Other references to this book will be found in the review 

of Lord Undssy (On (As Old Road, 1899, voL L §32} and In Stone* ^ YmOu, vol ii. 

elk ii. § S. For another reference to Knu's College Chapal, see below, eh. iv. g 26, 

p. lU. Writing to his &ther from Cambridge in 18S1 (April 6), Ruskin says: "1 

ksve not been oat yet, bat got a glimpse of King's Collega Chapel, which I think 

uglier even than my remembnnce of it ; " and sgain (April 7) :— 

" I have been sedng Cambridge to-day ; to as much advantsge ss 
bitter, frosty east wind would allow. I think its iMaUt tu finer than any in 
Oxfbnl ; as a whole it is ss &r inferior, and I have not said a word too much 
against King^ Collega, though it is a finw thing than any of the prints 
™™— «,tiV*] 
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to har^ a duty, and have none.^ One of the most general 
instances of tJiis will be found in the fonn of the flying 
buttress in late Gothic. The use of that member is, of course, 
to convey support from one pier to another when the plan of 
the building renders it necessary or desirable that the support- 
ing masses should be divided into groups ; the most frequent 
necessity of this kind arising from the intermediate ruige of 
chapels or aisles between the nave or choir walls and thdr 
supporting piers. The natural, healthy, and beautiful arrange- 
ment is that of a steeply sloping bar of stone, sustained by an 
arch with its spandrel carried fEirthest down on the lowest side, 
and dying into the vertical of the outer pier ; that pier being, 
of course, not square, but rather a piece of wall set at right 
angles to the supported walls, and, if need be, crowned by a 
pinnacle to give it greater weight. The whole arrangemait 
is exquisitely carried out in the choir of Beauvais. In later 
Gothic the pinnacle became gradually a decorative member, 
and was used in all places merely for the sake of its beauty. 
There is no objection to this ; it is just as lawful to build a 
pinnacle for its beauty as a tower; but also the buttress 
became a decorative member; and was used, first, where it 
was not wanted, and, secondly, in forms in which it couid be 
of no use, becoming a mere tie, not between the pier and wall, 
but between the wall and the top oi the decorative pinnacle, 
thus attaching itsdf to the veiy point where its thrust, if it 
made any, could not be resisted. The most flagrant instance 
of this barbarism that I remember, (though it prevails partially 
in all the spires of the Netherlands,) is the lantern of St. Ouen 
at Rouen, where the pierced buttress, having an ogee curve, 
looks about as much calculated to bear a thrust as a switch of 
willow; and the pmnacles, huge and richly decorated, have 
evidently no work to do whatsoever, but stand round the 
central tower, like four idle servants, as they are — heraldic 
supporters, that central tower being merely a hollow crown, 
which needs no more buttressing than a basket does. In &ct, 

^ [See Amm« qf Vealee, ToL L ck xr. {J 10, wlier« the lubjeot «f bottrSMM Is more 
fiilly niimMfiil ] 
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I do not know any thing nx>re starange or unwise than the 
praise lavished upon tJiis lantern ; ^ it is one of the basest 
pieces of Gothic in Europe; its flamboyant traceries being 
of the last and most degraded fonns : * and its entire plan 
and decoration resembling, and deserving little more credit 
than, the burnt sugar ornaments of elaborate confectionery. 
There are hardly any of the magnificent and serene methods 
of construction in the early G^othic, which have not, in 
the course of time, been gradually thinned and pared away 
into these skeletons, which sometimes indeed, when thdr 
lines truly follow the structure of the original masses, have 
an interest like that of the fibrous frameworic of leaves 
from which the substance has been dissolved, but which 
are usually distorted as well as emaciated, and remain but 
the sickly phantoms and mockeries of things that were; 
they' are to true architecture what the Greek ^ost was to 
the armed and living frame ; and the very winds tliat whistle 
through the threads of them, are to the diapasoned echoes 

* They «re noticed by Mr. Whewell ^ as forming the figure of the fleur- 
de-lys, always a mark, when in tracery bars, of the most debased flamboyant 
It occnrs in the central tower of Bayeux, very richly in the buttresses of 
St. Gervais at Palalse, and in the small niches of some of the domestic buildings 
at Rouen. Nor is it only the tower of St. Ouen which is overrated. Its nave 
Is a base imitation, in the flamboyant period, of an early (lothic arrangement ; 
the niches on its pier&are barbarisms ; there is a huge square shaft run through 
the ceiJing of the aisles to support the nave piers, the ugliest excrescence I 
ever saw on a Gothic building ; the traceries of the nave are the most insipid 
and frwled flamboyant; those of the transept clerestory present a singularly 
distorted condition of perpendicular; even the elaborate door of the south 
transept is, for ita fine period, extravagant and almost grotesque in its foliation 
and pendants. There ts nothing truly fine in the church l>ut the choir, the 
light triforium, and tall clerestory, the circle of Eastern chapels, the details of 
■calptnre, and the general lightness of proportion ; these merits being seen to 
the utmost advantage by the freedom of the body of the church from all 
incombruice.* 

* FAs, for instance, in Murray's Bandbook for France, wliere it is praised as "a 
model of gr\t» and delicacy," and in E. A. Freeman's Hidory ^ AnhiUctwe, 1840, 
p. 397, where it is pronounced " iuimitable."] 

* [See p. 168 at ArchiUetural Note* on German Churehet . . . To tekiek i* noa added, 
XatSM wntUn during an ArcMtectwvi Tour in Pieardy and Ifortnandg, by the Rev. W. 
Whewell : Cambridge, 1836. Raskin afterwards compared notes in person with the 
Ulster of Trinity ; see lutroductian above, p. xL] 

^ [ThU was Note S in eds. 1 and 2. Note 2 in Appendix ii of the 1880 edition.] 
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of the ancient walls, as to the voice of the man was the 
pining of the spectre.* 

§ 9. Perhaps the most fruitful sources of these kinds of 
corruption which we have to guard against in recent times, 
is one which, nevertheless, comes in a " questionable shape," ' 
and of which it is not easy to determine the proper laws and 
limits ; I mean the use of iron. The definition of the art 
of architecture, given in the first Chapter, is independent 
of its materials. Nevertheless, that art having been, up to 
the beginning of the present century, practised for the most 
part in clay, stone, or wood, it has resulted that the sense of 
proportion and the laws of structure have been based, the one 
altogether, the other in great part, on the necessities conse- 
quent on the emplo}rment of those materials ; and that the 
entire or principal employment of metallic framework would, 
therefore, be generally felt as a departure from the first prin- 
ciples of the art Abstractedly there appears no reason why 
iron should not be used as well as wood ; and the time is 
probably near when a new system of architectural laws will 
be developed, adapted entirely to metallic construction. But 
1 believe that the tendency of all present f sympathy and 
association is to limit the idea of architecture to non-metallic 
work; and that not without reason. For architecture being 
-^ in its perfection the earliest, as in its elements it is necessarily 
the first, of arts, will always precede, in any barbarous nation, 
the possession of the science necessary either for the obtaining 
or the management of iron. Its first existence and its earliest 
laws must, therefore, depend upon the use of materials acces- 
sible in quantity, and on the sur&ce of the earth ; that is to 

* Compare Iliad, S 219, with OdytMy, fl 5-10." 

t " Present " (i.e. of the day in which I wrote), as opposed to the ferrugi- 
nous temper which I saw rapidly developing itself, and which, since that day, 
has changed our merry England into the Man in the Iron Mask. [1880.] 

I [Hamid, i. 4] 

* [Thig was Note 6 in eds. 1 and 2, omitted in lat«r «ds. The MS. haa in place 
of this note the following poawge (see p. 278 below) which explains the re&reacee : — 

" It was a curions fancy of the Greek, that waatlng of the voice into a 
skeleton of sound. Compare the shout of Achilles in Uie 18tfa Book of tlie 
Iliad with the opening of the 24th of the OdyMeg."] 
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say, clay, wood, or stone: and as I think it cannot but be 
generally felt that one of the chief dignities of architecture 
is its historical use, and since the latter is partly dependent 
on consistency of style, it will be felt right to retain as far 
as may be, even in periods of more advanced science, the 
materials and principles of earlier ages. 

§ 10. But whethn this be granted me or not, the fact is, 
that every idea respecting size, proportion, decoration, or con- 
struction, on which we are at present in the habit of acting 
or judging, depends on presupposition of such materials : and 
as I both feel myself unable to escape the influence of these 
prejudices, and believe that my readers will be equally so, it 
may be perhaps permitted to me to assimie that true archi- 
tecture does not admit iron as a constructive material,^ and 
that such works as the cast-iron central spire of Rouen 
Cathedral, or the iron roofs and pUlars of our railway stations, 
and of some of our churches, are not architectiu^ at alL Yet 
it is evident that metals may, and sometimes must, enter into 
the construction to a certain extent, as nails in wooden archi- 1 
tecture, and therefore, as legitimately, rivets and solderings in , 
stone ; neither can we well deny to the Gothic architect the j 
power of supporting statues, pinnacles, or traceries by iron 
bars; and if we grant this, 1 do not see how we can help 
allowing Brunelleschi his iron chain around the dome of 
Florence,' or the builders of Salisbury* their elaborate iron 
binding of the central tower. If, however, we would not fall 

* " This way of tjing w&lls together with iron, instead of making them of 
that substance and forni, that they shall naturally poise themselves upon theb 
bnttment, is against the rules of good architecture, not only because iron is 
corraptibie by rust, but because it is fidlacious, having unequal veins in the 
metal, some places of the same bar being three times stronger than others, 
and yet all sound to appearance." (Survey of Salisbury Cathedral in 1668, by 
Sir C. Wren.) For my own part, I think it better work to bind a tower with 
iron, than to support a false dome by a brick pyramid.* 

1 [Sw the onthoi's note at the end of the text, p. 269.} 

■ [Bnmelleschi'i acconnt of the place of Iron in his ■cheme for the cupola may be 
raad ui Vasari, voL L pp. 492-433 (Bohu'i ed. ISfifi).] 

* [Aa in the case in St, Paul's : see Pugin's True Prineipiet qf Ohriititni AnkUeeture, 
1063, p. 8. The above waa Note 8 at the end of eds. 1 and 2, omitted in the 1880 
and laW editions.] 
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into the old sophistry of the gnuns of com and the heap, we 
must find a rule which may enable us to stop somewhere. 

Aphoruh This rule is, I think, that metals may be used as 

10. a cement, but not as a support. For as cements 

Tke proper "^^ other kinds are often so strong that the stones 

atrtietvraiuM may easier be broken than separated, and the wall 

"^ becomes a solid mass, without for that reason 

losing the character of architecture, there is no reason why, 
when a nation has obtained the knowledge and practice of 
iron work, metal rods or rivets should not be used in the place 
of cement, and establish the same or a greater strength and 
adherence, without in any wise inducing departure from the 
types and system of architecture before established ; nor does 
it make any difference, except as to sightliness, whether the 
metal bands or rods so employed be in the body of the wall 
or on its exterior, or set as stays and cross-bands ; so only that 
the use of them be always and distinctly one which mi^t be 
superseded by mere strength of cement ; as for instance if a 
pinnacle or muUion be propped or tied by an iron band, it is 
evident that the iron only prevents the separation of the 
stones by lateral force, wluch the cement would have done, 
had it been strong enough. But the moment that the iron 
in tJie least degree takes the place of the stone, and acts by 
its resistance to crushing, and bears superincumbent weiji^t, 
or if it acts by its own weight as a counterpoise, and so super- 
sedes the use of pinnacles or buttresses in resisting a lateral 
thrust,' or it in the form of a rod or girder, it is used to do 
what wooden beams would have done as well, that instant 
the building ceases, so far as such applications of metal 
extend, to be true architecture.* 

* Again the word "architecture," used as implying perfect opx^i *^ 
authority over materials. No builder has true command over the changes 

■ [The t«zt of thia aphorism, in black-letter in the 1880 edition, ii from" Tliis rule 
■■ . . ." down to the end of g 10.1 
' [The MS. addB :— 

"Though I am not aware that iron or lead, which would be better, ever Aot 
been used in this way, that instant ..." omitting the words " or if . . . 
sa well."] 
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§ 11. The limit, however, thus determined, is an ultimate 
one, and it is well in all things to be cautious how we 
approadi the utmost limit of lawfulness ; so that, althpugfi 
the emplo3rment of metal within this limit cannot be con- 
sidered as destroying the very being and nature of archi- 
tecture, it will, if extravagant and £requent, derogate &om 
the dignity of the work, as well as {which is especially to our 
present point) from its honesty. For although the spectator 
is not informed as to the quantity or strength of the cement 
employed, he will generally conceive the stones of the build- 
ing to be separable; and his estimate of the skill of the 
architect will be based in great measure on the supposition 
of this condition, and of the difficulties attendant upon it : ^ 
so that it is always more honourable, and it has a tendency 
to render the style of architecture both more masculine and 
more scientific, to employ stone and mortar simply as such, 
and to do as much as possible with their mere weight and 
strength, and rather sometimes to forego a grace, or to confess 
a weakness, than attain the one, or conceal the other, by 
means verging upon dishonesty.* 

in the cryBtalline structure of iron, or over its modes of decay. The definitiOD 
of iron by the Delphic oracle, "calamity upon calamity" (meaning iron on 
the «nvil), has only been in these last days entirely interpreted : and from 
the sinking of the Vanguard and London to the breaking Woolwich Her 
into splinters — two days before I write this note, — the "anarchy of iron" 
is the most notable fact concerning it.* [l 880.] 

> [Tlie MS. adds :— 

" He does not Imagine, In wondering at the slightness of the shafts of the 
window traceries, that there are iron rods through tlie body of them ; nor aa 
be looks up to the slender points of the uppermost pinnacles, tliat they aro 
supported by stays from the roof. So that . . ."] 
* [The MS. adds :— 

"lliereis a pretty little piece of confession of this kind in one of the open 
traceries which lepsrate the Isterai chapels of the csthedrst of Coutances 
(Plate I., fig. — ), A little iron would have saved the awlcwardness of theprop 
at a ; but the occurrence of this slight disfigurement, while it hardly affects 
the gnce of the principal lines, both fixes the attention ujpon the difficulty of 
obtaining so great slendemess, and gives us perfect confidence through the 
rest of the designs in the simplicity and purity of their structure." 
The plate was never more titan planned. The MS. adds a note to "Introduce al>out 
the quatrefoil at Rouen."] 

' {The 1880 edition here added, "See Appendix IIL," the reference bwng to the 
anthor's note now nven on p. 67, above. The definition of iron by the Delphic 
Oracle is given in Herodotus Q. 68) : v^/ia ivX irq/ian Kxifmai' utrd rotw^i ri fluofity, 
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Nevertheless, wh^^ the design is of such deUcacy and 
slightness as, in some parts of very fair and finished edifices, 
it is desirable that it should be ; and where both its comple- 
tion and security are in a measure dependent on the use of 
metal, let not such use be reprehended ; so only that as much 
is done as may be, by good mortar and good masonry ; and 
no slovmly workmanship admitted through confidence in the 
iron hdps ; for it is in this license as in that of wine, a man 
may use it for his infirmities, but not for his nourishmmt. 

§ 12. And, in order to avoid an over use of this liberty, 
it would be well to consider what application may be con- 
veniently made of the dovetailing and various adjusting of 
stones ; for when any artifice is necessary to help the mortar, 
certainly this ought to come before the use of metal, for it is 
both safer and more honest. I cannot see that any objection 
can be made to the fitting of the stones in any shapes the 
architect pleases; for although it would not be desirable to 
see buildings put together Hke Chinese puzzles, there must 
always be a check upon such an abuse of the practice in 
its difliculty; nor is it necessary that it should be always 
exhibited, so that it be understood by the spectator as an 
admitted help, and that no principal stones are introduced in 
positions apparently impossible for them to retain, although 
a riddle here and ihere, in imimportant features, may some- 
times serve to draw the eye to the masonry, and make it 
interesting, as well as to give a delightful sense of a kind of 
necromantic power in the architect There is a pretty one 
in the lintel of the lateral door of the cathedral of Frato* 
(Plate IV. fig. 4) ; where the maintenance of the visibly 
separate stones, alternate marble and serpentine, cannot be 

Nf M KOK^itdpmmu iriS>tpM(iviupi;r(u(" trouble bud upon trouble, making comMrilall 
^ the thou^fat that iron had been ditcovered for the evil of maokind.") H.M.S. 
Vanguard, a double-screw iron-clad, waa struck by the tain of the Iron Duke 
and lunk, during a fi^ off the coast of Wicklow, Sept 1, 187S. llie Lmdtm, a 
steamer od her way to Melboame, foundered in the Bay of BJMBy, with the loM of 
220 lives, January 11, 1866 ; for other references to the sinking of the London, see 
Crutwi qf m/d Olive, § 107, and Aratra PmteHei, 8 208.1 

' [Ruekin ires at Pmto xketcbing architectunl details in 1846, as some notes in bi( 
diary show.] 
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understood until their cross-cutting is seen below. Each 
block is, of course, of the foirm given in fig. S. 

§ 18. Lastly, before leaving the subject of structural 
deceits, I would remind the architect who thinks that I am 
unnecessarily and narrowly limiting his resources or his art, 
that the highest greatness and the highest wisdom apbobum 
are shown, the first by a noble submission to, the ^^■ 

second by a thoughtful providence for, certain vol- The mvMa- 
untarily admitted restr^nts.^ Nothing is more if*t!i <^J^'^'^ 
evident than this, m that supreme government neceuUs but qf 
which is the example, as it is the centre, of all *^'"'"«-' 
others. The Divine Wisdom is, and can be, shown to us only 
in its meeting and contending with the difficulties which are 
voluntarily, andybr the sake of that contest,' admitted by the 
Divine Omnipotence : and these difficulties, observe, occur in 
the form of natural laws or ordinances, which might, at many 
times and in countless ways, be in&inged with apparent 
advantage, but which are never infringed, whatever costly 
arrangements or adaptations thdr observance may necessitate 
for the accomplishment of given purposes. The example 
most apposite to our presoit subject is the structure of the 
bones of animals. No reason can be giv^i, I believe, why 
the system of the higher animals should not have been made 
capable, as that of the Infusoria is, of secreting flint, instead 
of phosphate of lime, or, more naturally stall, carbon; so 
firaming the bcmes of adamant at once. The elephant and 
rhinoceros, had the earthy part of their bones been made 
of diamond, might have been as agile and light as grass- 
hoppers, and other wnjif^^ls might have been framed, far more 
magnificently colossal than any that walk the earth. In other 
worlds we may, perhaps, see such creations ; a CTcation for 
every element, and elements infinite. But the architecture 

1 [On the subject of restraint iu art, aee ch. iil. g 23, p. lU ; ck vii. J§ 2, 8, pp. 250, 
269 ; ef. Modem PainUn, voL iu »oc I. ch. x., " Of ModeratioD, or the Type of GoT«ni- , 
nent br Law" ; and we General Index, «. "Moderatloa" and "Restraint."] 

* [llie text of thi* aphoriBin, in black-letter iu tbe 1880 editian, i§ from "the 
lii^eat giwatneia . . ." down to the end of § 13.] 

* [The words "for the sake of that conteat" are not in the MS.] 
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of animals here is appointed by God to be a marble archi- 
tecture, not a ilint nor adamant architecture ; and all manner 
of expedients are adopted to attain the utmost degree of 
strength and size possible tmder that great limitation. The 
jaw of the ichthyosatirus is pieced and riveted,' the leg of the 
megatherium is a foot thick, and the head of the mylodon * 
has a double skull; we, in our wisdom, should, doubtless, 
have given tiie lizard a steel jaw, aad the mylodon a cast- 
iron headpiece, and forgotten the great principle to which all 
creation bears witness, that order and system are nobler things 
than power. But God shows us in Himself, strange as it may 
seem, not only authoritative perfection, but even the perfec- 
tion of Obedience — an obedience to His own laws : and in the 
cumbrous movement of those unwieldiest of His creatures, 
we are reminded, even in His divine essence, of that attribute 
of uprightness in the human creature ; *' that sweareth to his 
own hurt, and changeth not.'" 

§ 14. 2nd. Suri^ice Deceits. These may be generally 
de&ied as the inducing the supposition of some form of 
material which does not actually exist ; as commonly in the 
punting of wood to represent marble,* or in the painting of 
ornaments in deceptive relief," etc. But we must be careful 
to observe, that the evil of them consists always in definitely 
attempted deceptwn, and that it is a matter of some nicety to 
mark the point where deception begins or ends. 

Thus, for instance, the roof of Milan Cathedral is seem- 
ingly covered with elaborate fen tracery, forcibly* enough 
painted to enable it, in its dark and removed position, to 
deceive a careless observer. This is, of course, gross degrada- 
tion ; it destroys much of the dignity even of ^e res-t of the 
building, and is in the very strongest terms to be reprehended. 

' [Tbe MS. adds, "and that of the wlinle iafiaitely divided into elastic threads."] 

* [So, correctly, in ed. 2. Eds. 1 and 1880 read " inyodon." Owen's nionogn{>h 
on this extinct giant gronnd-aloth had appeared in 1842.] 

■ [Pnlms XV. 4.1 

* [Cf. above, p. 38 n.] 

» ^ee StotMt ?/■ Fenicw, toL Ul. ch. i. § 40.] 

* rThe MS. reads : " not very well painted indeed, but well enough ... to in- 
duce deception and require some pains to discover its fictitionaueis."] 
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The roof of the Sistine Chapel has much architectural 
design in grisaille mingled with the figures of its frescoes ; 
and the effect is increase of dignity. 

In what lies the distinctive character ? 

In two points, principally : — The first, tiiat the architec- 
ture is so closely associated with the figures, and has so grand 
f^owship with them in its forms and cast shadows, that both 
are at once felt to be of a piece; and as the figures must 
necessarily be painted, the architecture is known to be so too- 
There is thus no deception. 

The second, that so great a painter as Michael Angelo 
would always stop short, in such minor parts of his aphomwi 
design, of the degree of vulgar force which would 12. 
be necessary to induce the supposition of their onai painting 
reality ; and, strangely as it may soimd, would ?«^ dmeioet. 
never paint badly enough to deceive. addtetkitaph- 

But though right and wrong are thus found "^fT'.^^li 
broadly opposed m works severally so mean and paragraph ^tf 
so mighty as the roof of Milan and that of the «^«*«p^)' 
Sistine, there are works neither so great nor so mean, in which 
the limits of right are vaguely defined, and will need some 
care to determine; care only, however, to apply accurately 
the broad principle with which we set out, that no form nor 
material is to be deceptively represented. 

§ 15. Evidently, then, painting, confessedly such, is no de- 
lation ; it does not assert any material whatever. Whether 
it be on wood or on stone, or, as naturally will be supposed, 
oa. plaster,' does not matter. WhatevCT the material, good 
painting makes it more predous ; nor can. it ever be said to 
deceive respecting the groimd of which it gives us no in- 
formation. To cover brick with plaster, and this plaster with 
fresco, is, therefore, perfectly legitimate; and as desirable a 
mode of decoration, as it is constant in tJie great periods. 

1 [The tazt of tbe aphorbm, in black-letter iu the 1880 edition, is from "lo {freat 
a pttint«r m Hichaet Angelo . . ." doim Xa the end of § 14.] 

* [The MS. adda, " or, if ever such things were, on ivory or metal let into the 
mll-^ 
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Verona and Venice are now seen deprived of mcffe tiian half 
their former splendour ; it depended &r more on their frescoes' 
than their marbles. The plaster, in this case, is to be con- 
sidered as the gesso ground on panel or canvas. But to cover 
brick with cemoit, and to divide this cement with joints that 
it may look like stone, is to tell a falsehood ; and is just as 
contemptible a procedure as the othor is noble.* 

It being lawful to paint tiiea, is it lawful to piunt every- 
thing ? So long as the painting is confessed — yes ; but if, 
even in the slightest degree, the sense of it be lost, and the 
thing painted be supposed real — no. Let us take a few 
instances. In the Campo Santo at Fisa, each fresco is sur- 
rounded with a border composed of flat coloured patterns of 
great elegance — no part of it in attempted relief. The cer- 
tainty of flat surface being thus secured, the figures, though 
the size of life, do not deceive, and the artist Ibenceforward 
is at liberty to put forth his whole power, and to lead us 
through fields, and groves, and depths of pleasant landscape, 
and soothe us with the sweet clearness of far-oflf sky, and yet 
nevCT lose the severity of his primal purpose of architectural 
decoration.* 

In the Camera di Correggio of San Lodovico at Farma,* the 
trellises of vine shadow the walls, as if with an actual arbour ; 
and the groups of children, peeping through the oval openings, 
luscious in colour and faint in light, may well be expected 
every instant to break through, or hide behind the covert. 
The grace of their attitudes, and the evident greatness of the 
whole work, mark that it is painting, and barely redeem it from 
the charge of falsehood ; but even so saved, it is utterly un- 
worthy to take a place among noble or legitimate architectural 
decoration. 

' [See liodem Painien, voL i. (Vol. III. p. 212).] 

' [Cf. The Poetry qf ArckUeclure, § 121, Vol I. p. flS.] 

' [For Rugkin's account of the freacoes [n the Cmnpo Santo, aee Modem Ihhiiara, 
vol. ii, ; in this ed.. Vol. IV. pp. ixii., 31ft] 

* [The Camera di San Paolo, in the convent adjoining San Lodovico, painted hy 
Correggio about the fnr ISie for the abbesa. An account of the Camera, with repro- 
ductions of aeveral of the paintingi, is given in ch. viii. of C. Ricci's Oorreggia (1696). 
Ruskin was at Panna in 1845 : for hu view* of Correggio generally, see note in 

Vol. IV. p. 197.] '•B B 7. 
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In the cupola of the duomo of Parma the same painter has 
represented the Assumption with so much deceptive power, 
that he has made a dome of some thirly feet diameter look like 
a cloud-wrapt opening in the seventh heaven, crowded with a 
nishing sea of angels.* Is this wrong ? Not so : for the sub- 
ject at once precludes the possibility of deception. We might 
have taken the vines for a veritable pergola, and the children 
for its haunting ragazzi ; but we know the stayed cloud and 
moveless angels must be man's work ; let him put his utmost 
strength to it, and welcome ; he can enchant us, but cannot 
betray. 

We may thus apply the rule to the highest, as well as the 
art of daily occurrence, always rememb^ng that more is to be 
fcH;g^ven to the great painter than to the mere decorative work- 
man ; and this especially, because the former, even in decep- 
tive portions, will not trick us so grossly ; as we have just seen 
in Corrcggio, where a worse painter would have made the 
thing look like life at once. There is, however, in room, villa, 
or garden decoration, some fitting admission of trickeries of 
this kind, as of pictured landscapes at the extremities of alleys 
and arcades, and ceilings like skies, or painted with prolonga- 
tions upwards of the architecture of the walls, which thii^ 
have sometimes a certain luxury and pleasureabloiess in places 
meant for idleness, and are* innocent enough as long as they 
are regarded as mere toys. 

§ 16. Touching the false representation of material, the 
question is infinitely more simple, and the law more sweeping ; 
all such imitations are utterly base and inadmissible.' It is 
melancholy to think of the time and expense lost in marbling 
the shop fronts of London alone, and of the waste of our re- 
sources in absolute vanities, in things about which no mortal 
cares, by which no eye is ever arrested, unless painfully, and 

* [S«e ch. xi. of Ricci'a book. For some other remerka bj Riukin, see Calakgae nf 
Vkt Standard Serif, No. la] 

* [The MS. baa, " >re a kind of men's rabbits on the wall, inaocent . . . toys, and 
not a* tubjaeta of art or matters of finish,"] 

' ^e MS. inaerta, " Whatever the pleasure of those can be is mure than I can 
eoneeive."] 
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which do not add one whit to comfort, or cleanliness, or even 
to that great object of commercial art — conspicuousness. But 
in architecture of a higher rank, how much more is it to be 
condemned t I hare made it a rule in the present work not 
to blame q>ecificaUy ; but 1 may, p^haps, be permitted, while 
I express my sincere admiration of the very noble entraace 
and general architecture of the British Museum, to express also 
my regret that the noble granite foundation of the staircase 
should be mocked at its landing by an imitation, the more 
,' blameable because tolerably successfiiL' The only effect of it 
is to cast a suspicion upon the true stones below, and upon 
every bit of granite afterwards encountered. One feels a doubt, 
after it, of tiie honesty of Memnon ' himself. But even this, 
however derogatory to the noble architecture around it, is less 
painful than the want of feeling with which, in our cheap 
modem churches, we suffer the wall decorator to erect about 
the altar frameworks' and pediments daubed with mottled 
colour, and to dye in the same &shion such skeletons or cari- 
catures of columns as may emerge above the pews : this is not 
merely bad taste ; it is no unimportant or excusable error 
which brings even these shadows of vanity and falsehood into 
the house of prayer. The first condition which just feeling 
requires in church fijmiture is, that it should be simple and 
unaffected, not fictitious nor tawdry. It may not be in our 

* {By 184A the four aides of the preeeut British Muteum, aadwigned br Sir Robert 
Smlrke, R.A., had been «r«ctad, and the old Montafpi House removed. Real granite 
is emploTed at the bottom on the lidea of the princip*! staircase. The " imitatioii " 
refers — as eiplaiaed in a review of the book at the tune, where the criticism is etnn- 
mended ( Weekly Chronicle, Jane 3, 1849)— to imitative gtanite blocks on which the 
Egpyptian lions then reatsd at the entrance to the staircase. The lions sre now in 
a different part of the Museum.] 

* [The reference is to the seated "Memnou" (in the Egrptian Gallery of the 
Museum) — a statue in f^iKnite of Amenophis HI., who ereotea the femous statae of 
himself at Thebes which the Greeks named the statue of MemDoa, the bbled Kinft of 
Egypt slain in the Trojau war. The Memnon in the Museum was excavated bj 
Belzoni (see Vol HI. p. 240).] 

' [For "erect about the altar frameworks . . ." the MS. has "inaert the deed 
and commandments in frameworlis , . ." " I do not Imow (mn« a discarded passage) 
anf more ttriking iiutances of accepted and tolerated follj' in this all-tolerating age 
than the mode in which we stUI suffer the wall decorator to erect the creed and 
commandments over our church altars in wooden pediments — frameworks daubed and 
splashed with green and red, or yellow and black, nor are we free frvm the plague even 
where there is real power and feeling in the architect."] 
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power to make it beautiful, but let it at least be pure ; and if 
we cannot permit much to the architect, do not let us permit 
anything to the upholsterer; if we keep to solid stone and 
solid wood, whitewashed, if we Uke, for cleanliness' sake, (for 
whitewash has so often been used as the dress of noble things 
that it has thence received a kind of nobility itself,) it must be 
8 bad design indeed, which is grossly oflfensive. I recollect no 
instance of a want of sacred character, or of any marked and 
painful ugliness, in the simplest or the most awkwmdly built 
vUlage church, where stone and wood ■were roughly and nakedly 
used, and the windows latticed with white glass. But the 
smoothly stuccoed walls, the flat roofe with ventilator orna- 
ments, the barred windows with jaimdiced borders and dead 
ground square panes, the gilded or bronzed wood, the painted 
iron, the wretdied upholsteiy of curtfuns and cushions, and 
pew heads, and altar railings, and Birmingham metal candle- 
sticks, and, above all, the green and yeUow sickness of the &lse 
marble — disguises all, observe; falsehoods all — who are they 
who like these things ? who defend them ? who do them ? I 
have never spoken to any one who did like them, thou^ to 
many who thought them matters of no consequence. Perhaps 
not to religion ; (though I cannot but believe that there are 
many to whom, as to myself, such things are serious obstacles 
to the repose of mind and temper which should precede devo- 
tional exercises ;) but to the general tone of our judgment and 
feeUng — yes ; for assiu«dly we shall regard, with tolerance, if 
not with aflfection, whatever forms of material things we have 
been in the habit of associating with our worship, and be little 
pr^>ared to detect or blune hypocrisy, meanness, tmd disguise 
in other kinds of decoration, when we suffer objects belonging 
to the most solemn of all services to be tricked out in a 
fashion so fictitious and unseemly. 

§ 17- Painting, however, is not the only mode in which 
material may be concealed, or rather simulated ; for merely to 
conceal is, as we have seen, no wrong. Whitewash, for in- 
stance, though often (by no means always) to be regretted as 
a concealment, is not to be blamed as a falsity. It shows itself 
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for what it is, and asserts nothing of what is beneath it. Gild- 
ing has become, from its frequent use, equally innocent. It 
is understood for what it is, a film merely, and is, theref<nre, 
allowable to any extent : I do not say expedient : it is one of 
the most abused means of magnificence we possess, and I 
much doubt whether any use we ever make of it, balances 
that loss of pleasure, which, from the frequent sight and per- 
petual suspicion of it, we $u£Per in the contemplation of any 
thing that is verily of gold. I think gold was meant to be 
seldom seen, and to be admired as a precious thing; and I 
sometimes wish that truth should so far literally prevul as 
that all should be gold that glittered, or rather that nothing 
should glitter that was not gold. Nevertheless, Nature herself 
does not dispense with such semblance, but uses light for it ; 
and I have too great a love for old and saintly art to part with 
its burnished field, or radiant nimbus ; only it should be used 
with respect, and to express magnificence, or sacredness, and 
not in lavish vanity, or in sign ptunting. Of its expedience, 
however, any more than that of colour, it is not here the place 
to speak ; we are endeavouring to detennine what is lawful, 
not what is desirable. Of other and less conmion modes of 
disguising surface, as of powder of lapis lazuli, or mosaic imita- 
tions of coloured stones. I need haitlly speak. The rule will 
apply to all alike, that whatever is pretended, is wrong; 
commonly enforced also by the exceeding ugliness and insuffi- 
cient appearance of such methods, as lately in the style of 
renovation by which half the houses in Venice have been 
defaced, the brick covered first with stucco, and this painted 
with zigzag veins in imitation of alabaster.' But there is one 
more form of architectural fiction, which is so constant in the 
great periods that it needs respectful judgment. I mean the 
&cing of brick with precious stone. 

§ 18. It is well known, that what is meant by a church's 
being built of marble is, in nearly all cases, only that a veneer- 
ing of marble has been fastened on the rough brick wall, built 



' [Ruekin i 
. IV. p. 41 



notices thu de&cement in a letter from Venice (Sept. 10, 1845) giveD ii 
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with certain projections to receive it ; and that what appear 

to be massy stones, are nothing more than external 

slabs. -^T^ 

Now, it is evident, that, in this case, the question 
of rig^t is on the same ground as in that of Riding. ^^^^ ,„ 
If it be clearly imderstood that a marble facing "*^,j'/ 
dxKs not pretend or imply a marble wall, there is /^^'trick 
no harm in it; and as it is also evident that, ^**"2J!?^'' 
when very precious stones are used, as jaspers /wmq/-jfMBfc, 
imd serpentines, it must become, not only an ^^^^^^ 
extravagant and vain increase of expense, but 
sometimes an actual impossibility, to obtain mass of them 
enough to build with, there is no resoiurce but this of 
veneering; nor is there anything to be alleged against it 
on the head of durability, such work having been by ex- 
perience found to last as long, and in as perfect condition, as 
any kind of masonry. It is, therefore, to be considered as 
amply an art of mosaic on a large scale, the ground being of 
brick, or any other material ; and when lovely stones are to 
be obtained, it is a manner which shouJd be thoroughly 
understood, and often practised. Nevertheless, as we esteem 
the shaft of a column more highly ior its being of a single 
block, and as we do not regret the loss of substance and value 
which there is in things of solid gold, silver, agate, or ivory ; 
so I think that walls themselves may be regarded with a 
more just complacency if they are known to be all of noble 
substuice ; and that rightly weighing the demands of the two 
principles of which we have hitherto spoken — Sacrifice and 
Truth, — we should sometimes rather spare ext^nal ornament 
than diminish the unseen value and consistency of what we 
do; and I believe that a better manner of design, and a 
more carehil and studious, if less abundant, decoration would 
follow, upon the consciousness of thoroughness in the sub- 
stance. And, indeed, this is to be remembered, with respect 

' [VoL iL ch. h. S 2fi.] 

* FThe text of the sphorinn, in black-letter ia the 1880 edition, is from " It 
it «ell known . . ." doim to "upon ttie comdonsQeu of thoroughne» in the 
mbetuice."] 
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to all the points we have examined ; that while we have 
traced the limits of lionise, we have not fixed those of that 
high rectitude which refuses license. It is thus true that 
there is no falsity, and much beauty, in the use of external 
colour, and that it is lawful to punt either pictures or patterns 
on whatever surfaces may seem to need enrichm^it. But it 
is pot less true, that such practices are essentially imarchi- 
tectural ; and while we cannot say that there is actual dangler 
in an over use of them, seeing that they have been (dwaya 
used most lavishly in the times of most noble art, yet they 
divide the work into two parts and kinds, one of less dura- 
bility than the other, which dies away &om it in process c£ 
ages, and leaves it, unless it have noble qualities of its own, 
naked and bare. That aiduring noblesse I should, therdore, 
call truly architectural ; and it is not until this has been 
secured, that the accessory power of painting may be called 
in, for the delight of the immediate time ; nor this, as I think, 
until every resource of a more stable kind has been exhausted. 
AraoBiw The true colours of architecture are those of 
i^ natural stone, and I would fain see these taken 

Tie proper advantage of to the iulL Every vuiety of hue, 
j'^Ue^rt ^™ P*^® yeUow to purple, passing through orange, 
are tkoie qf red, and brown, is entirely at our command ; nearly 
mturaittonet.* g^g^y. j^^ (,f g^^^ ^^ ^^^ j^ ^^^ attainable ; 

and with these, and pure white, what harmonies might we not 
achieve ? Of stained and variegated stone, the quantity is un- 
limited, the kinds innumerable ; where brighter colours are 
required, let glass, and gold protected by glass, be used in 
mosaic — a kind of work as durable as the sohd stone, and in- 
capable of losing its lustre by time — and let the palntw's ww^ 
be reserved for the shadowed loggia and inner chamber. This 
is the true and faithful way of building ; where this cannot be, 
the device of extarnal colouring may, indeed, be employed 
without dishonour ; but it must be with the warning reflec- 
tion, that a time will come when such aids must pass away, 

D, ID blsck-letter ia the ISSO edition, i* from "The 
." down to the end of g IS.] 
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ChII the lamp of truth 81 

and when the building will be judged in its lifelessness, dying 
the death of the dolphin. Better the less bright,^ moTe en- 
during fabric The transparent alabasters of San Miniato, 
and the mosaics of St Marie's, are more warmly tilled, and 
more brightly touched, by every return of morning and even- 
ing rays ; while the hues of our cathedrals have died like the 
iris out of the cloud ; and the temples whose azure and purple 
once flamed above the Grecian promontories, stand in their 
faded whiteness, hke snows which the sunset has left cold. 

§ 19. The last form of fallacy which it will be remem- 
bered we had to deprecate, was the substitution of cast or 
machine work for that of the hand, generally expressible as 
Operative Deceit 

There are two reasons, both weighty, against this practice.: 
one, that all cast and machine woi-k is -bad, ' as work ; the 
other, that it is dishonest. Of its badness I sh^ speak in 
another place,* that being evidently no effiraent reason against 
its use when other cannot be had. Its dishonesty, however, 
v^iich, to my mind, is of the grossest kind, is, I think, a 
sufficiait reason to determine absolute and unconditional 
rejection of it 

Ornament, as I have often before observed j has two 
entirely distinct soiurces of agreeableiiess: one, that of the 
abstract beauty of its forms, whit^, for the present, we will 
suppose to be the same whether they come &om the hand 
or the machine; the other, the sense of human labour and 
care spent upon it How great this latter influence we 
may perhaps judge, by considering that there is not a cluster 
of weeds growing in any cranny of ruin* which has not a 

* I do not Bce any reference to the IntentioD of the opposite plate. It 
it ■ [dece of pencil sketch from an old church «t St LO (I believe the original 
drawing is now in America, belonging to my dear friend, Charles Eliot Norton *), 

■ [The HS, here ahom that the author tried the wordi "exalted," "elaborate," 
"net,* before ha fixed upon "bright." Below, he omitted, in reviling, "grey" 
biAire cathedrala; and the woidi "the temples whoae aaoie and purjde" were 
et^natly "the templea whoae iridewent purple."] 

■ raee bebw, ch. v. g 21, p. £14.] 

* rnie old ehnreh ia the cathedral. Hie drawing, « portion of which U engraved, 
wu No. 79 in tbe catalogue of an Exhibition of Dnwuig* hy Rnildn arraiiged by 

Tm. F 
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82 THE SEVEN LAMPS OF ARCHITECTURE 

beauty in all respects nearly equal, and, in some, immeasur- 
ably supmor, to tbAt of the most elaborate sculpture of its 
stones: and that all our interest in the carved work, our 
sense of its richness, though it is tenfold less rich than the 
knots of giuss beside it ; of its delicacy, though it is a 
thousandfold less delicate ; of its admurableness, though a 
millionfold less admirable ; results from our consciousness 
of its being the work of poor, clumsy, toilsome man. JEts 
true delightfulness depends od our discovering in it the 
record of thoughts, and intents, and trials, and heart- 
breakings — of recoveries and joyfulnesses of success : all 
this can be traced by a practised eye ; but, granting it even 
obscure, it is presumed or understood; and in that is the 
W(Hth * of the thing, just as much as the worth of any thing 
else we call precious. The worth of a diamond is amp^ 
the understanding of the time it must take to look for it 
before it is found ; and the worth of an omammt is the 
time it must take before it can be cut. It has an intrinsic 
value besides, which the diamond has not; (for a diamond 
has no more real beauty than a piece of glass;) but I do 
not speak of that at present; I place the two on the same 
ground ; and I suppose that hand-wrought ornament can 
no more be generally known from machine woric, than a 
diamond can be known from paste ; nay, that the latter 

and It WM mwnt to tbow the greater beauty of the natuml weeds than of the 
carred crockets, and the tender harmony of both. Some fwtber notice it 
taken of tbii plate in the eighteenth paragraph of Chap. V. [iSSa] 

* Worth ii, of conne, used here in the vulgar economists sense, "cost of 
pTodBctlon," intrinsic value being ditUnguished ttata it in the nest sentence. 
[1880.] 

rrnfinsini Norton in America, 187S. Rusldn made Qts drawing iu 184B. He wiitas to 
hu fktliar from St. Ld (Saturday, Sept 16} .■— 

" J bave got a vwy beaatiful subject bere, but these architectoial picrgi 

~rful time. I must stay Monday to flnisli it." 

" AH yesterday was taken np in finisbinr sketch and writiiig notes ; the 
tketeb has come out siii kwuPiiTIj even to its ust scratch, and I tldnk yon will 
like it. I never saw more graceAd frsfmenta tban there are about this 
cathedral, and yet the top is so ugly that I believe had I came in by daylight. 
Instead of night, I should have Uken place in'the Bayeux dil%enos irithont 
going to look at it."] 
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may deceive, for a moment, the meson's, as the other the 
jenreller's, eye; and that it can be detected only by the 
closest examination. Yet exactly as a woman of feeling 
would not wear false jewels, so would a builder of honour 
disdain &lse ornaments. The using of than is just as 
downright and inexcusable a lie.^ You use that which 
pretends to a worth which it has not; which pretends to 
have cost, and to be, what it did not, and is not; it is an 
imposition, a vulgarity, an impertinence, and a sin. Down 
widi it to the groimd, grind it to powder, leave its ragged 
place upon the wall, rather; you have not paid for it, you 
have no business with it, you do not want it. Nobody 
wants ornaments in this world, but everybody wants integrity. 
All the fair devices that ever were fancied, are not worth 
a lia Leave your walls as bare as a planed board, or build 
them of baked mud and chopped straw, if need be ; but do 
Dot rough-cast them with &lsehood. 

This then, being our general law, and I hold it for a 
more imperative one than any other I have asserted ; and this 
kind of dishonesty, the meanest, as the least necessary ;* tor* 
ornament is an extravagant and inessential thing ; and there- 
fore, if &Ilacious, utterly base — ^this, I say, being our general 
law, there are, nevertheless, certain exceptions rejecting 
particular substances and their uses. 

* AgaiD too much flus wad tattrnjiiytlet «boat « perfectly aimple nuitter ; 
imenidiuiTe beaklcB, for the dishoneity of machine work would ceue, at ■oon 
u it became uniTenally practised, of which unlverulitr there Mcmi ereiy 
Hkebhood In these daj». The lubject was better treated Bnbaeqnently la mj 
•ddicn to the art-atudenta of Mansfield, now reprinted In Vol. XI. of mj 
"Works" aerie* {A Jog for Ever).* [1880.] 

' [The MS. adds, " , and the better the thinf is cut the more aDbtle is tbe Uaefaood."] 
■ [TImMS. reads: "ntcitssiiy; for belpsmstrnetare andhnesin oolourare partljr 
rf nscessity >nd partly of permia^onj liks the kind of nodergirding and colouring 
whidi are perhaps allowable in poliojr or in Idndness, but ornament is . . ."] 

* [In the 1880 edition tiie last words of this note were : " which I hope prsaently 
to imrint, and snn the MHiditims of verdict In the pr^ce to the new editioD of mV 
AAinaf filwDony 4^ Jrf." "Of oourae I did not get tbe intended prefiwe written " is 
iddsd hi the list of errata following the Adoht of ISSO (above, p. liiLX There was, 
boverer, a new pra&oe to tbe r»teQ« of 1880. The lecture to the Hansfield Art 
CIm is eontahwd In §§ 106-174 of ^ /oy ^ £tMr. ] 
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84 THE SEVEN LAMPS OF ARCHITECTURE 

§ 20. Thus in the use of brick : ance that is known to be 
raigiually moulded, there is no reas<Hi vrhy it should not be 
moulded into diverse forms. It will nevex be supposed to 
hare been cut, and, therefore, will cause no deception ; it will 
hare only the credit it deserves. In flat countries, &r from 
any quarry of stone, cast brick may be legitimately, and most 
successfldly, used in decoration, and that elaborate, and evea 
refined. The brick mouldings of the Palazzo Pepoli at 
Bologna, and those which run round the market-place of 
Vercelli, are among the richest in Italy.^ So also, tile aiid 
porcelain work, of which the former is grotesquely, but suc- 
cessfully, employed in the domestic architecture of France 
coloured tiles being inserted in the diamond spaces between 
the crossing timbers ; and the latter admirably in Tuscany, 
in e::temal bas-reliefe, by the Robbia fiunily, in which woris, 
while we cannot but sometimes regret the useless and ill- 
arranged colours,* we would by no means blame the employ- 
ment of a material which, whatever its defects, excels evoy 
other in permanence, and, periiaps, requires even greater skill 
in its management than marble. For it is not the material, 
but the absence of the human labour, which makes the thing 
WOTthkss ; and a piece of terra cotta, or of plaster of Paris, 
which has beoi wrought l^ the human hand, is worth all the 
stone in Carrara, cut by machinery. It is, indeed, possible^ 
and even usual, for men to sink into machines themselves, 
so that even hand-work has all the characters of mechanism ; 
of the difiference between living and dead hand-work I shall 
speak presently ;' all tiiat I ask at present is, what it is always 
in our power to secure — ^the confession of what we have done, 
and what we have given; so that when we use stone at 

1 (The HB. bere refen to an unpnblislied plate, Kivlnr the PbIum P«poU and 
Veroelli nwaldingi, uid the tila and timber work en a house »t Beuiraia. F«r 
Rasldn'e ilcetob et Vercelli id 1848, aee Vol. I. p, 28. In tiie bottom coraar of tbe 
sketch it wiU be Mem tl»t be drew wme details of the moaldinM.] 

* [For Ruakin's fint Impreseioiu of the Robbia work, andliia more ompbaticaU]' 
exprCMed dislike of the coloDriiiir, see Vol IV. p. 300 n. For later referenoei, Me 
^ntfra AnMM, §1SS; thum ^ the Air, §140; and SelatUm qf Mieluul Angtlo nU 
TitHont. Rnildn bad a virgin and Child bj Luea della RobUa over the mantcl^au 
of bis stndr at Brantwood .1 

■ [See below, p. 214. The HS. adds, " tbat being no question of mere honeetf."] 
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all,* (since all stone is naturally supposed to be carved by hand,) 
we must not carve it by machinery; neither must we use 
any artificial stone cast into shape, nor any stucco ornaments 
of the colour of stone, or which might in any wise be mistaken 
tor it, as the stucco mouldings in the cortile of the Palazzo 
Vecchio at Florence, which cast a shame and suspicion over 
evary part of the building. But for ductile and fusible 
materiiJs, as clay, iron, and bronze, since these will usually 
be supposed to have been cast or stamped, it is at our pleasure 
to employ them as we will ; rranembering that they become 
precious, or otherwise, just in proportion to the luuid-work 
uptm tiiem, or to the clearness of their reception oS the hand- 
w«-k of their mould. But^ I believe no cause to have been 
more active in the degradation of our national 
feeling for beauty than the constant use of cast- 
itoD ornaments. The conunmi iron vroA of the oatt^nm 
middle ages was as simple as it was effective, omamnaaHtm 
composed of lea&ge cut flat out of sheet iron, 
and twisted at the workman's wilL' No ornaments, on the 

* The ■CDtence now pnt in a psrenthesto ti the &l8e aMumption which 
dotroTB ail the force of the arguments in the last couple of pagea. The 
cmidiuion given in Aphorism 15 is, hoireverj wide -baaed enough, and 
thoraugUj sound. [1880.] 

* [The lint part of tltii apfaoriam (down to "aatboaeof cBat-lron") is not in the 
MS., wUeh reada instead aa follows :— 

" Thna a coin, which, by the weight of blows, has been forced into close 
following and iccapting of ererr line of ita die, is a nobler thiofr tban a 
bronte statne which haa trickled languidlf into its mould (unless it be afler- 
warda highly finished hy band). Bat m; own feelinft is that except in brick 
work, and for pnrpoaes of minage, all moulds are heredes, and BTsrythinft 
mouUed raluehna. I do not see auj use nor besot; in cast bronsea ; and 
while, on the aeore of troth, we can hardly all^ anything af^nst them, 
since they and all other east work are always distinguishable . . ."] 

* [The text of the aphorism, in black-letter In the 1880 edition, is from "Bot I 
bdiera no caoao , , ." down to " found in their company."] 

■ [Ruakin diacoHed iron-work in The Tmo Pallu (18MI), in which book the frontia- 
^•K gare soma beaotifdl examples. Ha had begun to study Italian iron-work much 
eiriler. Thus in his 1846 diary he noted :— 

VnoNA, Map 10.— I think the iron-work of Italy is even mora peculiar 
and Tsloable than its stone, eepeciallv in balconies. One of its chief features 
is the coDstsnt use of it In leares mstead of ban ; sometimes mere broad 
ribbons bent into the bulging bsJcony form which I sketched here under the 
Tine (note name of street, Stnda dc^Ii Amantf) ; this form I saw at Arena, 
opposed direoUy to modem bars, and appearing peculiarly beautiful, partly 
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contraiy, are so cold, clumsy, and Tulgar, so essentially in- 
capable of a fine line or shadow, as those of cast-iron ; and 
while, on tiie score of truth, we can hardly allege anything 
against them, innce they are always distinguishable, at « 
glance, from wrought and hammered work, and stand only 
for what they are, yet I feel very strongly that there is no 
hope of the progress of the arts of any nation which indulges 
in these vulgar and cheap substitutes for real decoration. 
Th^ inefficiency and paltriness I shall endeavour to show 
more conclusively in another place ; ^ enforcing only, at present, 
the general conclusion that, if even honest or allowable, they 
are things in which we can never take just pride or pleasure, 
and must never be employed in any place wherein th^ might 
either themselves obtain the credit of being other and better 
than they are, or be associated with the thoroughly downri^t 
work to which it would be a disgrace to be found in thdr 
company. 

Such are, I believe, ihe three principal kinds of hXiacy by 
which architecture is liable to be corrupted ; there are, how- 
ever, other and more subtle forms of it, against which it is 
less easy to guard by definite law, than by the watchfulness of 
a manly and unaffected spirit. For, as it has been above 
noticed,* there are certun lands of deception which extend to 
impressacms and ideas only ; of which some are, indeed, of a 
noble use, as that above referred to, the arborescent look of 
lofty Gothic aisles ; ' but of which the most part * have so much 
of legerdemain and trickery about them, that they will lower 
any style in which they considerably prevail; and they are 

from tbe origin&l tweetneai of it* carve, snd boldnee* of lifrbt and ihade, on 
tha flat aarfiu« ; PM^J from th» nuUnc and warming of ita weathered ooLoor ; 
partly from tlie Mtterlnir of portion! into Tariad form. But a nugnifioent 
iDstanoe occura In tbe nuling of a gnrden of a palace near tlie church of Sta. 
Af^ of Braaoia, where tha leaf bronze it cut inta three beantJM ehrDfaa with 
flexible atalka and frui^ which project &r barond tha railing; jet with a 



> [See 

> [Abo 

» [Abo' 
* [The 



oertMn BTGhitectnral severitT about them, and not oeeupjins mnch h 
the gruter part of the railing, 30 CMt high perhapt, being Sat'~ -' — 
and gilded, but it ia all fine.] 



'See below, cb. t. p. 214' 

'Above, § 7, ^ ei.J 

Above, UM., p. 61.] 

''" MS. inaarti, " , while not in itrictneaa to be condemned,"] 
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likely to prevail when once they are admitted, being apt to 
catch the fancy alike of uninventive architects and feelingless 
spectators ; just as mean and shallow minds are, in other 
matteis, delighted with the sense of over-reaching, or tickled 
with the conceit of detecting the intention to over-reach : and 
when subtleties of this kind are accompanied by the display of 
such dexterous stone-cutting, or arcMtectural height of hand, 
as may become, even by itself, a subject of admiration, it is a 
great chance if the pursuit of them do not gradually draw us 
away from all r^ard and care for the nobler character of the 
art, and end in its total paralysis or extinction. And against 
this there is no guarding, but by stem disdain of all dis- 
play of dexterity and ingenious device, and by putting the 
whole force of our &ncy into the urangement of masses 
and forms, cuing no more how these masses and forms 
are wrought out, than a great painter cares which way his 
pencil strikes.* It would be easy to give many instances of 
the danger of these tricks and vanities ; but I shall confine 
myself to the examination of one which has, as I think, been 
the cause ^ of the &11 of Gothic architecture throughout Europe. 
I mean the system of intersectional mouldii^ which, on 
account of its great importance, and for the sake of the general 
reader, I may, perhaps, be pardoned for explaining elementarily.* 
§ 21. I must, in the &st place, however, refer to Professor 
Willis's account' of the ori^ c^ tracery, ^ven in the sixth 
diaipteTofbisJtrt^ectweqftAe Middle Ages;* since the pub- 
hcation of which I have been not a little amazed to hear of 
any attempts made to resuscitate the inexcusably absurd theory 
of its derivation from imitated vegetable form — inexcusably, 

* A great painter doe* care very much, howcTer, which wa^ his pencil 
■triket ; and a good sculptor which way his mallet : but in neither of them is 
the care that their action ma; be admhred, but that it majr be just. [1880.] 

1 [The MS. FMda : " tbe very fint and cliief eiaae." j 
' \Cf, abore, Introdaetioa, p. xxL] 

* rrhe MS. reads ; "clear and irrefragable accoout."] 

* [Remarkt on tie ArehUeeture qf the UidtUe Age*, eipeetal^ qf Oalg, by R. Willis, 
M.A., P.R.8. Cambridge, 1S3A. Rusldn afterwards made tlie acquaintance of Willis 
{Jackwnkan Vtt^vmat of Applied Mechanics at Cambridge) ; see above, lutroduetion, 
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I say, because the anallest acquaintance with early Gothic 
architecture would have informed the supportos of that 
theory of the simple fact, that, exactly in proportion to the , 
antiquity of the work, the imitation of such organic forms is 
less, and in the earliest examples does not exist at alL^ There 
cannot be the shadow of a question, in the mind of a person 
familiarised with any single series of consecutive examples, 
that tracery arose from the gradual enlargement of the pene- 
trations of the shield of stone which, usually supported by a 
central pillar, occupied the head of early windows. Professor 
Willis, perhaps, confines his observations somewhat too ab- 
solutely to the double sub-arch. I have given, in Plate VII. 
fig. 8,* an interesting case of rude penetration of a high and 
simply trefoiled shield, &om the church of the Eremitani at 
Padua. But the more frequent and typical form is that of 
the double sub-arch, decorated with various piercings of the 
space between it and the superior arch ; with a simple trefoil 
under a round arch, in the Abbaye aux Hommes, Caen (Plate 
HI. fig. 1) ; with a very beautifully proj)ortioned quatrefoil. 
in the triforium of Eu, and that of the choir of Lisieux ; with 
quatrefoils, sixfoils, and septfoils, in the transept towers of 
Rouen (Plate III. fig. 2) ; with a trefoil awkwardly, and very 
small quatrefoil above, at Coutances (Plate III. fig. 8) ; then, 
with multiplications of the same figures, pointed or round, 
giving very clumsy shapes of the intermediate stone, (fig. 4, 
from one of the nave chapels of Rouen, fig. 5, from one of the 
nave chapels of Bayeux.) and finally, by thinning out the 
stony ribs, reaching conditions like that of the glorioiis typical 
form of the clerestory of the apse of Beauvais (fig. 6).* 

§ 22. Now, it wUl be noticed that, during the whole of 
this process, the attention is kept fixed on the forms of the 

* In this pUte, figom 4, 5 uid 6, ue glared windows, but figure S 
is the open light of ■ belfry tower, and figurea 1 aod 3 are in briforia, the 
latter alio occurring filled, on the central tower of Contanees.* 

' [See SloMt (^ Vmioe, vul. i. oh. xvii. g 9 ; voL ii. ch. vi. g 07-] 
' [Miaprinted "2" in proviou* ed&; for ano^ar reierenco to the aame 6g., 
BM p. 129.] 

■ [Thia«aaNot«9attIteeQdofed«. land 2; omitted in later edt.] 
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penetrations, that is to say, of the lights as seen from the in- 
terior, not of the intermediate stone. All the grace of the 
window is in the outline of its light ; and I hare drawn all 
these traceries as seen from within, in order to show the effect 
of the light thus treated, at first in far off and separate stars, and 
then gradually enlarging, approaching, until they come and 
stand over us, as it were, filling the whole space with their 
effiilgence. And it is in this pause of the star, that we hare 
the great, pure, and perfect form of French Gothic ; ^ it was at 
the instant when the rudeness of the intennediate space had 
been finally conquered, when the light had expanded to its 
fullest, and yet had not lost its radiant unity, principalily, and 
Tisible first causing of the whole, that we have the most ex- 
quisite feeling and most faultless judgments in the manage- 
Tooit alike of the tracery and decorations. I hare giren, in 
Plate X., an exquisite example of it, from a panel decoration 
of the buttresses of the north door of Rouen ; and in order that 
the reader may understand what truly fine Gothic work is, 
and how nobly it unites &ntasy and law, as well as for our 
immediate purpose, it will be well that he should examine its 
sections and mouldings in detail (they are described in the 
fourth Chapter, § 27), and that the more careftiUy, because 
this design belongs to a period in which the most important 
change took place in the spirit of Gothic architecture, which, 
perhaps, ever resulted from the natural progress of any art.* 
That tracery marks a pause between the laying aside of one 
great ruling principle, and the taking up of another ; a pause 
as marked, as clear, as conspicuous to the distant view of after 
times, as to the distant glance of the trareller is the culminat- 
ing ridge of the mountain chain over which he has passed. It 
was the great watershed of Gothic art Before it, ail had been 
ascent ; after it, all was decline ; both, indeed, by winding paths 
and varied slopes ; both interrupted, like the gradual rise and 
fall of the passes of the Alps, by great mountain outliers, 

> rSM Btgnet <^ Vmitx, vol. il. oh. r. S 22, where the star-lika form of the li^t 
eatuug through tneeried window* h fiiruier niiriif rl ] 

* [Sm aUmtt qfVmtie*, ^nA. iL eh. tI. § 100, wlme thli "Imtant of moineiitoui 
ehiage" b agmiu diiciiMed.] 
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isolated or branching from the central chaio, and by retrograde 
or parallel directions of the valley of access. But the track of 
tixe human mind is traceable up to that glorious ridge, in a 
continuous line, and thence downwards. Like a silver zone — 

" Flung about carelesBly, it shines a&r. 
Catching the eye in mmnj a brokea link. 
In many a torn and tnverae, as it glides. 
And oft above, and oft below appears — 
* * * * to him who journeys up, 
Aa thoQgh it were another." ^ 

And at that point, and tiiat instant, reaching the place that 
was nearest heaven, the builders looked back, for the last time, 
to the way by which they had come, and the scenes through 
which their early course had passed. They turned away &om 
them and their morning light, and descended towards a new 
horizon, for a time in the warmth of western sun, but plunging 
with every forward step into more cold and melancholy shade. 

§ 28. The change of which I speak, is expressible in few 
woids; but one more important, more radically influential, 
could not be. It was the substitution of the Hne for the nuua, 
as the dement of decoration.* 

We have seen the mode in which the openings or poietra- 
tion of the window expanded, until what were, at first, 
awkward forms of intermediate stone, became delicate lines 
of tracery ; and I have been careful in pointing out the 
peculiar attention bestowed on the proportion and decoration 
of the mouldings of the window at Rouoi, in Plate X., as 
compared with earlier mouldings, because that beauty and 
care are singularly significant. They mark that the traceries 
had caught the eye of the architect Up to that lime, up to 

* So completely was this the case, that M. VioUet le Diu^ in his article on 
tracery In the Dktiomtmre SArcfuUchire? has confined his attention excIosiTely 
to the modifications of the ti^cery bar. The subject is examined exhaustively 
in my sixth lecture in Vol SAmo. [1 880.] 

' [Rogen' Ao^C'Tba Al|w"). Th« words "like a silver zone" are also part of 
the <]aotstion.] 

* [The articla is under the heading "Meaean" in toL viofthla "noble" work 
(see Proterpina, ii. ch. 8)— Z>icM(>ntwire Baitmmi <te fArchit^ctun jFVanfotte ds ZL an 
XVP SUde, by M. Viollet-le-Due. Paris, 18AB.] 
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the vGcy last instant in which the reduction and thinning of 
the intervening stone was consummated, his eye had been on 
the openings only, on the stars of light. He did not care 
about the stone ; a rude border of moulding was all he needed, 
it was the penetrating shape which he was watching. But 
^en that shape had received its last possible expansion, and 
when tiie stone-work became an arrangement of graced and 
parallel lines, that arrangement, like some form in a picture, 
unseen and accidentally developed, struck suddenly, inevit- 
ably, on the sight It had literally not been seen befrae. It 
flawed out in an instant, as an independent form. It became 
a feature ai the work. The architect took it under his care, 
thou^t over it, and disbibuted its members as we see. 

Now, tJie great pause was at the moment when the space 
and the dividing stone-work were both equally considered. 
It did not last fifty years. The forms of the tracery were 
seized with a childish delight in the novel source of beauty ; 
and the intervening space was cast aside, as an element of 
decoration, for ever. I have confined myself, in following this 
change, to the window, as the feature in which it is clearest 
But the transition is the same in every member of archi- 
tecture ; and its importance can hardly be understood, unless 
we take the pains to trace it in the universally, of which 
illustrations, irrelevant to our present purpose, will be found 
in the third Chapter. I pursue here tix question of truth, 
relating to the treatment <^ the mouldings. 

§ 24. The reader will observe that, up to the last ex- 
paosirai of the penetrations, the stone-work was Araonnv 
necessarily c<Hisidered, as it actually is, stiff, and i^. 
unyielding. It was so, also, during the pause of Trtuergnnut 
irtiich I have spokm, when the forms of the ^^^f^ 
tracery were stiU severe and pure ; delicate indeed, ^ubted a* 
but perfectly firm.' ■*•*«'■' 

At the dose of the period of pause, the first sign of s^ous 

■ mi« ^horbm, in black-letter in the 1880 edition. It the whole of g 84] 

* fTha H8. Add*, "lUe for one butkoce of a tiiouMnd the north tnnMpt of 

Rouen," and refen to an intended plate. Four linM below for " cobweb " the M& haa 

"carpet," and (till further down, "ipider'a web" for "net."] 
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change was like a low breeze, passing through the emaciated 
tracery, and making it tremble. It b^an to undulate like 
the threads of a cobweb lifted by the wind. It lost its 
essence as a structure of stone. Reduced to the slendemess 
of threads, it began to be considered as possessing also their 
flexibility. The architect was pleased with this his new 
&ncy, and set himself to carry it out ; and in a little time, the 
bars of tracery vrere caused to appear to the eye as if they had 
been woven together like a net^ This was a change which 
I sacrificed a great principle of truth ; it sacrificed the expression 
I of the qualities <^ the matmal ; and, however delightful its 
results in their first developments, it was ultimately ruinous. 

For, observe the difierence between the supposition of 
ductility, and that of elastic structure noticed above in the 
resemblance to tree form.' That resemblance was not sought, 
but necessary; it resulted ftom the natural conditions of 
strength in Uie pier or trunk, and slendemess in the ribs cv 
branches, while many of the other suggested conditions of 
resemblance were perfectly true. A tree branch, though in a 
certain sense flexible, is not ductile ; it is as firm in its own 
form as the rib of stone ; both of them will yield up to certain 
limits, both of them breaking when those limits are exceeded ; 
while tlie tree trunk will bend no more than the stone pillar. 
But when the tracery is assumed to be as 3^elding as a silken 
cord ; when the whole fragility, elasticity, and weight of the 
material are to the eye, if not in terms, denied ; when all the 
art of the architect is applied to disprove the first conditions 
of his working, and the first attributes of his materials ; this is a 
deliberate treachery, only redeemed from the charge of direct 
fidsehood by the visibility of the stone surfiu^ and degrading all 
the traceries it affects exactly in the degree of its presence.* ' 

* I beg that grvrc note be taken of this jast condemiutlon of the essential 
character — "the 6anibojant "neu — of the architecture which up to this time 

' [Here again an illnatration was intended, at the MS, add«, "A Hlanm at tha 
tnuuitionBl fonos anodated in plate — will ebow the progreai of the change. '^ 



:[??.»•-"■'• 



riia MS. again refers to a proposed plat^ adding, "Compare the waalc and sunken 

ter of the final form (fig. — , pi — ) irith the grace of the transitional one (fig. — ), 

where the elastic stractare and ipnng of the ttone have not twsn ssciifieod."] 
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§ 20. But the declining and morbid taste of the later archi- 
tects was not satisfied with thus much deception. They were 
delighted with the subtle charm they bad created, and thought 
only of increasing its power. The next step was to consider 
and represent the tracery, as not only ductile, but penetrable ; 
and when two mouldii^ met each other, to manage their 
intersection, so that one should appear to pass through the 
other, retaining its independence ; or when two ran parallel to 
each other, to represent the one as partly contained within 
the other, and {nitly apparent above it. This form of &Isity 
was that which crushed the art. The flexible traceries were 
often beautiful, though they were ignoble ; but the penetrated 
traceries, rendered, as they finally were, merely the means of 
exhibiting the dexterity of the stone-cutter, annihilated both 
the beauty and dignity of the Gothic types. A system so 
momentous in its consequences deserves some detailed exami- 
nation. 

§ 26. In the drawing of the shafts of the door at Lisieux, 
under the spandrel, in Plate VII., the reader will see the mode 
of managing the intersection of similar mouldings, which was 
univ^^ in the great periods. They melted into each other, 
and became one at the point of crossing, or of contact ; and 
even the suggestion of so sharp intersection as this of Lisieux 
is usually avoided, (this design being, of course, only a pointed 
form of the earlier Norman arcade, in which the arches are 
interlaced, and lie each over the preceding, and under the 
following one, as in Aniselm's tower at Canterbury,) since, in 
the plurality of designs, when mouldings meet each other, 
they coincide through some considerable portion of thdr 
curves, meeting by contact, rather than by intersection ; and 
at the point of coincidence the section of each separate 
moulding becomes common to the two thus melted into each 
other. Thus, in the junction of the circles of the window of 

I bad ^efly, and moit afiecUonately, studied. It is an intUnce of breskiiur 
through prejudice by reason, of which I have a right to be proud, and whi^ 
it ia fitting that I shoold point out, for justification of the truat I constantlf 
expect from the reader. [1880.] 
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the Palazzo Foscari, Plate VIII., given accurately in Gg. 8, 
Plate IV., the section across the line s, is exactly Uie same as 
that across any hreak of the s^Arated moulding above, as S. 
It sometimes, however, happens, that two different moulding 
meet each other. This was seldom permitted in the great 
periods, and, when it took place, was most awkwardly man- 
aged. Fig. 1, Plate IV., gives the junction of the mouldings 
of the gable and vertical, in the window of the »pire of 
Salisbury. That of the gable is composed of a single, and 
that of the vertical, of a double cavetto,* decorated with bail 
flowers ; and the larger single moulding swallows up one of 
the double ones, and pushes forward among the smaller balls 
with the most blundering and clumsy simplicity. In compar- 
ing the sections it is to be observed that, in the upper one, 
the line a b represents an actual vertical in the plane of tiie 
window ; while, in the lower one, the line e d refffcsenta the 
horizontal, in the plane of the window, indicated by the 
perspective line d e. 

I 27. The very awkwardness with which such occur- 
rences of difficult are met by the earlier builder, marics 
his dislike of the system, and unwillingness to attract the 
eye to such arrangements. There is another very clumsy 
one, in the junction of the upper and sub-arches of the 
triforium of Salisbury ; but it is kept in the shade, and 
all the prominent junctions are of mouldings like each other, 
and managed with perfect simpUcity. But so soon as the 
attention of the builders became, as we have just seen, fixed 
upon the lines of mouldings instead of the enclosed spaces, 
those lines b^an to preserve an independent existence 
wherever they met ; and different mouldings were studiously 
associated, in order to obt^ variety of intersectional line. 
We must, however, do the late builders the justice to note 
that, in one case, the habit grew out of a feeling of propcnr- 
tion, mwe refined than that of earlier woriunen. It shows 
itself first in the bases of divided pillars, at arch mouldings, 
whose smaller shafts had originally bases formed by the 

1 [A moulding whoM fbnn ia k aimple coonve.} 



,, Google 



Ch.ii the lamp of truth 95 

continual base of the central, or other larger, columns with 
which they were grouped; but it being felt, when the eye 
of the ardiitect became fastidious, that the dimension of 
moulding which was ri^t for the base of a large shaft, was 
wrong for that of a small one, each shaft had an independent 
base; at first, those of the smaller died simply down on 
that of the larger; but when the vertical sections of both 
became complicated, the bases of the smaller shafts were 
considered to exist within those of the larger, and the places 
of their emergence, on this supposition, were calculated with 
the utmost nicety, and cut wim singular precision; so that 
an elaborate late base of a divided column, as, for instance, 
of those in the nave of Abbeville, looks exactly as if its 
smaller shafts had all been finished to the ground first, each 
with its complete and intricate base, and then the compre- 
hending base of the central pi^ had been moulded over 
them in clay, leaving their points and angles sticking out 
here and there, like the edges of sharp crystals out of a 
nodule of earth. The exhibition of technical dexterity in 
work of this kind, is often marvellous, the strangest possible 
shapes of sections being calculated to a hair's breadth, and 
tJie occurrence of the imder and emei^fent forms being 
rendered, even in places where th^ are so slight that they 
can hardly be detected but by the touch. It is impossible 
to raider a very elaborate example of this kind intelligible, 
without some fifty measured sections; but fig. 6, Plate IV., 
is a very interestiDg and simple one, &om the west gate of 
Rouen.* It is part of the base of one of the narrow piers 
between its principal niches. The square column k, having 
a base with the profile p r, is supposed to contain within 
itself another similar one, set diagonally, and lifted so fiw 

* Profeuor Willii was, I believe, the fint modem who observed and ascer- 
tained the lost atmetural prindples of Gothic architecture. His book abov« 
referred to {% 81) taught me all my grammar of central Gothic, but this 
grammar of the flamboyant I worked oat for myself, and wrote it here, 
•apposing the statements new : all had, however, been done previously by 
fttntaaot WUlia, as he afterwards pointed out to me, in bis work Om the 
ChanKltnttie Itda^endraHoiu of the Flambtyaitt Sigle. [1880.] 
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above the inclosuig one, as that the recessed part of its 
|HY)fiIe p f shall fall behind the projecting part of the 
outer one. The^ angle of its upper portion exactly meets 
the plane of the side of the upper inclosing shaft 4, and 
would, tiierefore, not be seen, unless two verticid cuts were 
made' to exhibit it, which fcvm two dark lines the whole 
way up the shaft Two small pilastezs are run, like fastening 
stitches, throurii the junction, on the firant of the shafts. 
The sections ^ ft, taken respectively at the levels k, n, wUl 
explain the hypothetical construction of the whole. F^. 7 
is a base, or joint rather, (for passages of this form occur 
again and again, on the shafts of' flamboyant work,) <£ one 
of the smallest piers of the pedestals which supported the 
lost statues of the porch; its section below would be the 
same as n, and its construction aftar what has been said 
of the other base, will be at once perceived.* 

% 28. There was, however, in this kind of involuti(ni, 
much to be admired as well as reprehended ; the proportions 
of quantities were always as beautiful as they were intricate ; 
and, though the lines of intersection were harsh, they were 
exquisitely opposed to the flower-work of the interposing 
mouldings. But the fancy did not stop here; it rose &om 
the bases into the ardies ; and there, not flnding room 
oiou^ for its exhibition, it withdrew the capitals from 
the heads even of (^lindrical shafts, {we cannot but admir^ 
while we r^ret, the boldness of the men who could defy 
the authority and custom of all the nations of the earth 

* I cuinot undenUnd hov, in the sofaaequent illiutntioiu of the [uriac^e 
I h«l, dnrins the ■rrangement of thU volume, most promfnentlj in my mind, 
on the fonn^iig of &11 beautiful design on lutanl fortn, I omitted aa fondUe 
K point M the exact correspondence of these mouldings to the stmcture of 
involved crystals. Perhaps it was becauae I knew the builders had never 
looked at, or thought of, a crystal ; but then I ought to have said so. The 
omission is the tnoFe strange because I caught the resemblance in the Plsan 
Gothic— see below. Chap. IV. § 7— where it U not half so distinct ! [1880.] 

» [Tlie MS. reads :— 

"Th« rece^Ion of the upper part of the profile iiL however, so much pro- 
porlioaatel]' greater In the enclosed shaft, that whOe the an^ of its lower 
portion emerges through the plane of the gre>tarone,tlie angle," etc., itfMp.] 
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for a space of some three thousand years,) in order that 
Uie arch mouldings might appear to emerge from the 
pillar, as at its base they had been lost in it, and not to 
tenninate on the abacus of the capital; then they ran the 
mouldings across and through each other, at the point of 
the arch ; and finally, not finding their natiu>al directions 
enough to furnish as many occasions of intersection as they 
wished, bent them hither and thither, and cut off their 
ends short, when they had passed the point of intersection. 
Fig. 2, Plate IV., is part of a flying buttress firom the 
q)se of St. Gerrais at Ftdaise, in which the moulding whose 
section is rudely given above at / (taken vertically through 
the pointy,) is carried thrice through itself, in the cross-bar 
and two arches; and the flat fillet is cut off sharp at the 
end of the cross-bar, for the mere pleasure of the trunca- 
tion. Fig. 8 is half of the head of a door in the Stadthaus 
of Sursee,^ in which the shaded part of the section of the 
joint, gg, is that of the arch moulding, which is three times 
reduplicated, and six times intersected by itself, the ends 
bebg cut off when they became unmanageable. This style 
is, indeed, earlier exaggerated in Switzerlsfid and Germany,' 
owing to the imitation in stone of the dovetailing of wood, 
particularly of the intersecting of beams at the angles of 
chfilets ; ' but it only furnishes the more plain instance of 
the danger of the fidlacious system which, from the begin- 
ning, repressed the German, and, in the end, ruined the 
French, Gothic. It would be too painfol a task to follow 
fiirther the caricatures of form and eccentricities of treat- 
ment, which grew out of this single abuse — ^the flattened 
arch, the shrunken pillar, the lifdess ornament, the liny 
moulding, the distorted and extravagant foliation, until the 
time came when, over these wrecks and remnants, deprived 

I [Between Olten and Lucerne, one of the idbdj old Swlu towns in which Rusldn 
had Sketched. 

* [See farther on thU point Ruakin's review of Lord LindssT'a Ob-irtfon A.ri (On tie 
Old Road, 1899, f 31).] 

* [See on Uua point the note from Ruskin'a diary of 1846, cited shore in the 
Inbodnction, p. xxi.] 
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of all unity and principle, rose the foul torrent of the 
Renaissance, and swept ^em all away. 

So fell the great dynasty of mediievd architecture.* It 
was because it had lost its own strength, and disobeyed its 
own laws — because its order, and consistency, and organisa- 
tion, had been broken through' — that it could o|^K)se no re- 
sistance to the rush of overwhelming innovation. And this, 
observe, all because it had sacrificed a single truth. From 
that one surrender of its int^rity, from that one endeavour to 
assume the semblance of what it was not, arose the multitu- 
dinous forms of disease and decrepitude, which rotted away the 
pillars of its supremacy. It was not because its time was 
come;* it was not because it was scorned by the classical 
Romanist, or dreaded by the faithM Protestant That scorn 
and that fear it might have survived, and lived ; it would have 
stood forth in stem comparison with the enervated sensuality 
of the Renaissance ; it would have risen in renewed and puri- 
fied honour, and with a new soul, &om the ashes into which it 
sfljik, giving up its glory, as it had received it, for the honour 
of God — but its own truth was gone, and it sank for ever. 
There was no wisdom nor strength left in it, to raise it from 
the dust ; and the error of zeal, and the softness of luxury, 
smote it down and dissolved it away.' It is good for us to 
remember this, as we tread upon the bare ground of its founda- 
tions, and stumble over its scattered stones. Those rent 
skeletons of pierced wall, through which our sea-winds moan 
and murmur, strewing them joint by joint, and bone by bone, 
along the bleak promontories on which the Pharos lights came 

* The cloiing paragraph is very pretty — bot, unfortunatelj — nonsense. 
The want of truth was only a part, and by no means an influentia] one, of 
general disease. All possible shades of human folly and licentiousness meet 
in late Gothic and Renaissance architecture, and corrupt, in all directions at 
once, the arts which are their exponents. [1880.] 

1 [The MS, inserts, " it was not because It had reached its perfection, or had done U» 
work ; it had a culminatinfc point, but not a point so high as it might have reached ;**] 

■ [See SHonM qf Venice, vol. iii. ch. i. g 4, where it ii again pointed out that the 
earlier schools " had lost die strength of their system before they could be struck by 
tfaeplsgue" (of the Renaissance).] 
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once from houses of prayer^ — those grey arches and quiet 
aisles under which the sheep of our valleys feed and rest on the 
turf that has buried their altars — those shapeless heaps, that 
are not of the Earth, which lift oiir fields into strange and 
sudden banks of flowers, and stay our mountain streams with 
stones that are not their own, have other thoughts to ask from 
us than those of mourning for the rage that despoiled, or the 
fear that forsook them. It was not the robber, not the fanatic, 
not the blasphemer, who sealed the destruction that they had 
wrought ; the war, the wrath, the terror, might have worked 
their worst, and the strong walls would have risen, and the 
shght pillars would have started again, frY)m under the hand 
of the destroyer. But they could not rise out of the ruins of 
their own violated truth. 

' [RuBldn'e feeling for the ruined abbe^ of England, which is eiprewed in this 
pasaage, was beiglitened, no doubt, by Turner's dnkwingB of so many of them. Thus, 
the deMription of the "rent skeletous of pierced vail," etc., would well fit either 
IJndiEbme (Holy Island) or Whitby — botn of them Turuer subjects (see Moslem 
Paintm, vol. iii, cb. xviii. S 6, where Tomer'a pilgrimage ia described " to the lonely 
arches of Whitby and the bleak sanda of Holy Isle" ; and for Lindiafarne, see Modem 
PaiiUert, vol. v. pt. iz. ch, zi. § 29). "The scoto-Irish monks who were at this time 
(aerenth century) the great missiouaries of Nurthumbria brought with them from lona 
a preference for the solitary coaat and its ialanda. 'High Whitby's cloistered pile' 
thus became the firat point seen by the seaman in returning to his native ahores, and 
the last he would miae in leaving them; and the lights streaming from its windows 
must often have served him as a ' Pharoe.' " The hay was known as " Sinus Phari," 
ftom its lighthouse or beacon (see Murray's Yorkthire, 1874, p. 214). The expression 
"Pharoe light" it used agun by Ruskin below in a MS. passage; see p. 256 n., and 
cf. Suame and IAlie», % 68. The following description — of "those grey arches and 
qniet aisles," etc — fits any of the Cistercian abbeys of which remains have eurvived 
— snch as Fountaina, Fumess, Tiutem, Byland, or Kirkstall (before Leeds blackened 
it); for it was a rule of the order to choose inland valleys and "deaerta" (see 
MmuuUeon CiHerdewx, ed. 1892, p. 21S). Here, again, many ni these were Turner 
subjects ; see, t.g., in Modern Paintert,yiA. v. pt ix. ch. ix. § 17, the description of the 
drawing of Kirkstall, " where the cattle lie in unhindered rest." The final passage 
— "those shapeless heaps," etc — fits many monastic sites, Cistercian, Benedictine, 
Cluniac or Augustinian. Pt;rhaps Ruskin was thinking more especially of Rievaulx, 
on the Rye — once more a Turner subject (see Modem Painter*, voL v. pt. ix. cb. 
xi. i 28).l 
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CHAPTER III 

THE LAMP OF POWER 

§ 1. In recalling Uie impressions we have recdved from the 
works of man, after a lapse of time long enough to involve in 
obscurity all but the most vivid, it often happens that we find ' 
a strange pre-eminence and durability in many upon whose 
strength we had little calculated, and that points of character 
which had escaped the detection of the judgment, become 
developed under the waste of memory ; as veins of harder 
rock, whose places could not at first have been discovered by 
the eye, are left salient under the action of frosts and streams. 
The traveller who desires to correct the errors of his judgment, 
necessitated by inequalities of temper, infelicities of circum- 
stance, and accidents of association, has no other resource than 
to wait for the calm verdict of interposing years ; and to 
watch for the new arrangements of eminence and shape in the 
images which remain latest in his memory ; as in the ebbing 
of a mountain lake, he would watch the varying outline of its 
successive shore, and trace, in the form of its departing waters, 
the true direction of the forces which had cleft, or the currents 
which had excavated, the deepest recesses of its primal bed. 

In thus reverting to the memories of those works of 
architecture by which we have been most pleasurably im- 
pressed, it win genenJly happen that they fall into two broad 
classes: the one characterised by an exceeding predousness 
and delicacy, to which we recur with a sense of affec- 
tionate admiration ; and the other by a severe, and, in many 
cases, mysterious, majesty, which we remember with an im- 
diminished awe, like that felt at the presence and operation 
ctf some great Spiritual Power. From about these two groups, 
more or less harmonised by intermediate examples, but always 



;;■ Google 



ChIII the lamp of power 101 

distinctively marked by features of beauty or of power, there 
will be swept away, in multitudes, the memories of buildings, 
P^aps, in their first address to our miods, of no inferior 
pretension, but owing their impressiveness to characters of 
less enduring nobility — ^to value of material, accumulation of 
ornament, or ingenuity of mechanical construction. Especial 
interest may, indeed, have been awakened by such circum- 
stances, and the memory may have been, consequently, 
rendered tenacious of particular parts or effects of the 
structure; but it will recall even these only by an active 
effort, and then without emotion ; while in passive moments 
and with thrilling influence, the images of purer beauty, and 
of more ^iritual power, will return in a fair and solemn 
company; and while the pride of many a stately palace, 
and the wealth of many a jewelled shrine, perish from our 
thoughts in a dust of gold, there will rise, through their 
dimness, the white image of some secluded marble chapel, by 
river or forest side, with the fretted flower-work shrinking 
under its arches, as if under vaults of late-fallen snow ; or the 
vast weariness of some shadowy wall whose separate stones are 
like mountain foundations, and yet numberless. 

§ 2. Now, the diflference between these two orders of 
building is not merely that which there is in ^^ 
nature between things beautiful and sublime. It 17. 
is, also, the difference between what is derivative t*. » ~, ■ 

' ' Jm two m^ 

and original in man's work ; ' for whatever is in uutetuai 
architecture fair or beautiiul, is imitated from ^^^<^re, 
natural forms; and what is not so derived, but wnwurtionanrf 
depends for its dignity upon arrangement and ""^ 
government received from human mind, becomes the ex- 
pression of the power of that mind, and receives a sublimity 

' [See Stonet 0/ Venict, toL ii. ch. vL § 40, where this digtinction ia further dwelt 
apon. Tie fbllowing' sentence in the teit ia the kernel of much of Ruakin'a teftchinf. 
"The law which it W been my effort chieHy to illuHtnte," he uys in The Two Patlu 
(preface to ed. 1), "ia the dependence of all noble design, in any kind, on theiculpture 
or painting of Organic Form."] 

■ [The t«zt of thie aphorism, in black-letter in the 1880 edition, la the whole of 
3 2. For the senee of "dominion" in the summary of the aphoHsm, aee above, 
p. 28 »., and below, p. 138 n.] 
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high in proportion to the power expressed. All building, 

therefore, shows man ather as gathering or governing; and 

the secrets of his success are his knowing what to gather, 

and how to rule. These are the two great intellectual Lamps 

\ of Architecture; the one consisting in a just and humble 

I venoiation for the works of God upon the earth, and the 

t other in an imderstanding of the dominion over those works 

which has been vested in man. 

§ 8. Besides this expression of living authority and power, 
there is, however, a s}rmpathy in the forms of noble building, 
witii what is most sublime in natural things ; and it is the 
governing Power directed by this sympathy, whose operation 
I shall at present endeavour to trace, abandoning all inquiry 
into the more abstract fields of Invention : for this latter 
faculty, and the questions of proportion and arrangement 
connected with its discussion, can only be rightly examined 
in a general view of all the arts ; but its S3rmpathy, in archi- 
tecture, with the vast controlling powers of Nature herself, 
is special, and may shortly be considered ; and that with the 
more advantage, that it has, of late, been little felt or regarded 
by architects. I have seen, in recent efforts, much contest 
between two schools, one affecting originality, and the other 
legality — many attempts at beauty of design — mimy ingenious 
adaptations of construction ; but I have never seen any um 
at the expression of abstract power; never any appearance 
of a consciousness that, in this primal art of man, there is 
room for the marking of his relations with the mightiest, as 
well as the fairest, works of God ; and that those works 
themselves have been permitted, by their Master and his, to 
receive an added glory from their association with earnest 
efforts of human thought. In the edifices of Man there should 
be found reverent worship and following, not only of the 
spirit which rounds the pillars of the forest, and arches the 
vault of the avenue— which gives veining to the leaf, and 
polish to the shell, and grace to every pulse that agitates 
animal organisation, — but of that also which reproves the 
pillars of the earth, and builds up her barren precipices into 
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the coldness of the clouds, and lifts her shadowy cones of 
mountain purple into the pale arch of the sky ; ^ for these, 
and other glories more than these, refuse not to connect 
themselves, in his thoughts, with the work of his own hand ; 
the grey cliff loses not its nobleness when it reminds us of 
some Cyclopean waste of mural stone; the pinnacles of 
the rocky promontory arrange themselves, undegraded, into 
fantastic semblances of fortress towers ; and even the awful 
cone of the far-off mountain has a melancholy mixed with 
that of its own solitude, which is cast from the images of 
nameless tumuli on white sea-shores, and of the heaps 
of reedy clay, into which chambered cities melt in their 
mortality. 

§ 4. Let us, then, see what is this power and majesty, 
which Nature herself does not disdain to accept from the 
works of man ; and what that sublimity in the masses built 
up by his coralline -like energy, which is honourable, even 
when transferred by association to the dateless hills, which 
it needed earthquakes to lift, and deluges to mould. 

And, first, of mere size : It might not be thought possible 
to emulate the sublimity of natural objects in this respect ; 
nor would it be, if the architect contended with them in 
pitched battle. It would not be well to build pyramids in 
the valley of Chamouni ; and St. Peter's, among its many 
other errors, counts for not the least injiuious its position on 
the slope of an inconsiderable hill.' But imagine it placed 
on the plain of Marengo, or like the Superga of Turin, or* 
like La Salute at Venice 1 The fact is, that ^e apprehension 
of the size of natural objects, as well as of architecture, de- 
pends more on fortunate excitement of the imagination than 
on measurements by the eye ; and the architect has a peculiar 
advantage in being able to press close upon the sight such 

' [For "and lifta . . . ikr," the MS. fint i«ads, "and seta the miffMT aialea of 
■nonatam cfaaams with pianaelei of pine" — and then as the text, but wiu "pale gold 
of the moming aky."] 

* [Of. on thia poiot The Poetry <if Archittcture, SS 44, 223, Vol L pp. 37, 164 ; and 
leriew of Lord Uudeay, OntKeOtd Road, 1889, voL 1 g 30.] 

* [The MS. inaerta "beet of all."] 
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magnitude as he can commajid. There are few rocks, eveai 
among the Alps, that have a clear vertical £blU as high as the 
choir of Beauvais ; and if we secure a good precipice of wall, 
or a sheer and unbroken flank of tower, and place than where 
there are no enormous natural features to oppose them, we 
shall feel in them no want of sublimity of size. And it may 
be matter of encouragement in this respect, though one also 
of r^ret, to observe how much oftener man destroys natural 
sublimity, than nature crushes human power. It does not 
need much to humiliate a mountain. A hut will sometimes 
do it ; I never loc^ up to the Col de Balme &om Chamouni, 
without a violent feding of provocation against its hospitable 
little cabin, whose bright white walls form a visibly four-square 
spot on the green ridge, and entirely destroy all idea of its 
elevation. A single villa will often mar a whole landscape,^ 
and dethrone a dynasty of hills ; and the Acropolis of Athens, 
Parthenon and sJl, has, I believe, been dwarfed into a model 
by the palace lately built beneath it.* The &ct is, that hills 
are not so high as we fancy them,' and, when to the actual 
impression of no mean comparative size, is added the sense 
of the toil of manly hand and thought, a sublimity is reached, 
which nothing but gross error in arrangement of its parts 
can destroy. 

§ 5. While, therefore, it is not to be supposed that mere 
size will ennoble a mean design, yet every increase of magni- 
tude will bestow upon it a certain degree of nobleness:* so 
that it is well to determine at first, whether the building is 
to be markedly beautiful, or markedly sublime; and if the 

' [See The B/etrjf ifArtMUetun, § J74, VoL I. p. 133.1 

* [RuHkin never visited Atheni, and this &c«ount of uie effect of the Royal Palace 
(bnitt in 1834-1838) u dtrarfing the Acropolis can hardly be accepted.] 

■ [See The Pottry qT Arehiteeture, % 222 ; Vol. I. p. 165.] 

' [See Sbma qT Venice, vol. iii. ch. ii. S 44 a, when n dietiiictioii is drawn 
between "the finished and polished maeuitude sought ibr the sake of pomp" and 
" the rough magnitude sought for the s&ke of anblimitf ." But see Aralra PimteBei, 
§§ I4S, I4S, where Raskin notes as "one of the primal merit* and decencies of Gnek 
work, that it was, on the whole, singulBrly small in scale . . . And indeed," he adda, 
"the beat baildings that I know of are thus modesL" He then refen t '" ~ 



in the Sewn Lamp* as seeming, at first, contradictory; bat, he says, "yon cannot 
command giandeur bf size till you can command grace in minuteness]"] 
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latter, not to be withheld by respect to smaller parts from 
reaching largeness of scale ; provided only, that it be evidently 
in the architect's power to reach at least that degree of magni- 
tude which is the lowest at which sublimity begins, rudely 
definable as that which will make a living figure look less than 
life beside it. It is the misfortune of most of our modem 
buildings that we would fain hare an universal excellence in 
them ; and so part of liie funds must go in painting, part in 
^ding, part in fitting up, part in painted windows, part in 
small steeples, part in ornaments here and there ; and neither 
the windows, nor the steeple, nor the ornaments, are worth 
their materials. For there is a crust about the impressible 
part of men's minds, which must be pierced through before 
they can be touched to the quick ; and though we may prick 
at it and scratch it in a thousand separate places, we might as 
well have let it alone if we do not come through somewhere 
with a deep thrust: and if we can give such a thrust any- 
where, there is no need of another; it need not be even so 
"wide as a church door," so that it be enou^.^ And mere 
weight will do this ; it is a clumsy way of doing it, but an 
efiectual one, too; and the apathy which cannot be pierced 
through by a small steeple, nor shone through by a small 
window, can be broken through in a moment by the mere 
weight of a great wall. Let, therefore, the architect who has 
not large resources, choose his point of attack first, and, if he 
chooses size, let him abandon decoration ; for, unless tiiey ue 
concentrated, and numerous enough to make their concentra- 
tion conspicuous, all his ornaments together will not be worth 
one huge stone. And the choice must be a decided one, with- 
out compromise. It must be no question whether his capitals 
would not look better with a little carving — ^let him leave 
them huge as blocks ; or whether his arches should not have 
richer architraves — let him throw them a foot higher, if he 
Can ; a yard more across the nave will be worth more to him 
than a tesselated pavement; and another fathom of outer 

1 [Borneo and Juket, Act iii. 8c I.] 
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wall, than an army of pinnacles.* The limitation of size must 
be only in the uses of the building, or in the ground st 
his disposal. 

§ 6. That limitation, however, being by such circum- 
stances determined, by what means, it is to be next asked, 
may the actual magnitude be best displayed; since it is 
seldom, perhaps never, that a building of any pretension to 
size looks so large as it is. The appearance of a figure in any 
distant, more especially in any upper, parts of it will almost 
always prove that we have under-estimated the magnitude of 
those parts.' 

It has often been observed that a building, in order to 
show its magnitude, must be seen all at once; — ^it would, 
perhaps, be better to say, must be bounded as much as 
possible by continuous lines, and that its extreme points 
should be seen all at once ; or we may state, in simpler terms 
still, that it must have one visible bounding line firom top to 
bottom, and from end to end. This bounding line £rom top 
to bottom may either be inclined inwards, and the mass there- 
fore, pyramidical; or vertical, and the mass form one grand 
clifiT; or inchned outwards, as in the advancing fronts of old 
houses, and, in a sort, in the Greek temple, and in all build- 
ings with heavy cornices or heads. Now, in all these cases, if 
the bounding line be violently broken ; if the cornice project, 
OT the upper portion of the pyramid recede, too violently, 

* I admire the simplicity with which all this good advice was tendeied to 
« body of men whose occupation for the next fifty yean would be the knocking 
down every beautiful building they could lay hands on ; and buUdiDg the 
largest quantities of rotten brick wall they could get contracts for. [ISSO.] 

* [The MS. hare adds another parsgnph : — 

"Tha object of the architect, therefore. Is in the next place to make the 
magnitude of hia building- felt ftnd understood. (Much ha* been written 
on this lubject irfaich I would not repeat except so far as it seems to me 
not hitherto to have been tbroim into such a simple form as to render it 
useful and easy to be remembered : almost all that is necessary to be kept 
in mind is evident to the plainest common-eense, and pardon for stating 
priociplea so trite or aelf-evident will therefore be accorded me by those only 
who think with roe that the commou-sense view of the matter is not always that 
which becomes the tint or &vonrita principle in practice.) " The bracketed 
paseage is, however, deleted.] 
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majesty will be lost ; not because the building cannot be seen 
all at once, — for in the case of a heavy cornice no part of it 
is necessarily concealed — but because the continuity of its 
terminal line is broken, and the length of that Une, therefore, 
cannot be estimated. But the error is, of course, more fatal 
when much of the building is also concealed ; as in the well- 
known case of the recession of the dome of St. Peter's, and 
from the greater number of points of view, in churches whose 
highest portions, whether dome or tower, are over their cross. 
Thus there is only one point from which the size of the 
Cathedral of Florence is felt ; and that is from the comer of 
the Via de' Balestrieri, opposite the south-east angle, where 
it happens that the dome is seen rising instantly above the 
apse and transepts. In all cases in which the tower is over 
the cross, the grandeur and height of the tower itself are lost, 
because there is but one line down which the eye can trace 
the whole height, and that is in the inner angle of the cross, 
not easily discerned. Hence, while, in symmetry and feeling, 
such designs may often have pre-eminence, yet, where the 
height of the tower itself is to be made apparent, it must 
be at the west end, or, better still, detached as a campanile. 
Imagine the loss to the Lombard churches if their campaniles 
were carried only to their present height over their crosses ; 
OT to the Cathedral of Rouen, if the Tour de Beurre were 
made central, in the place of its present debased spire I 

§ 7. Whether, therefore, we have to do with tower or wall, 
there must be one bounding Hue from base to coping ; and I 
am much inclined, myself, to love the true votical, or the 
vertical, with a solemn frown of projection, {not a scowl,) as 
in the Palazzo Vecchio of Floraice. This character is ^ways 
given to rocks by the poets ; with slight foimdation indeed, 
real rocks being Uttle pven to overhanging ^ — but with excel- 
lent judgment ; for the sense of threatening conveyed by this 
ionn. is a nobler character than that of mere size. And, in 
buildings, this threatening should be somewhat carried down 

> [On thit aabject BM Jfodero iViMer*, voL ir. ch. zvi ("PrecljriceB") § 37.] 
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into their mass. A mere projecting shelf is not enough ; the 
whole wall must, Jupiter like, nod as well as frown. Haiee, 
I think the propped machicolations of the Falazzo Vecchio 
and Duomo of Florence &r grander headings than any fonn 
of Greek cornice. Sometimes the projection may be ^rown 
lower, as in the Doge's palace of Venice,' where the chief 
appearance of it is above the second arcade ; or it may become 
a grand swell from the ground, as the head of a slup of the 
line rises from the sea. This is very nobly attained by the 
projection of the niches in the third storey of the Tour de 
Beuire at Rouen. 

§ 8. What is needful in the setting forth of magnitude in 
height, is right also in the marking it in area — ^let it be 
gathered well together. It is especially to be noted with 
respect to the Falazzo Vecchio and o^er mighty buildings ci 
its order, how mist^enly it has been stated that dimension, 
in order to become impressive, should be expanded either in 
height or length, but not equally : whereas, rather it will be 
found that those buildings seem on the whole the vastest 
which have been gathered up into a mighty square, and which 
look as if they had been measured by the angel's rod, " the 
Iraigth, and the breadth, and the height of it are equal;"* 
and herein something is to be tak&i notice of, which I 
beheve not to be sufficiently, if at all, consida^d among our 
architects. 

Of the many broad divisions under which architecture may 
be considered, none appear to me more significant than that 
into buildings, whose interest is in their walls, and those 
whose interest is in the lines dividing their walls. In the 
Greek temple the wall is as nothing ; the entire interest is in 
the detached colmnns and the frieze they bear; in French 
Flamboyant, and in our detestable Perpendicular,' the object 
is to get rid of the wall siuface, and keep the eye altogether 

1 [See Sbuut of Venice, vol. ii. cb. viL g 10, wbere Ruikiu refers to this pMsage in 
dtiiiffs description of the Ducal Paliice u " built in the air."] 

*TRevelation xri. 16.1 

* [For other expraemons of Raakia's "deteetattion," see Stontt t^ Veniee, toL i. 
ch. xvii. g§ 13, 16, ch. xxL § 28 ; Fai ifAmo, % 140.] 
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on tracery of line: in Romanesque work and Egyptian, the 
w^ is a confessed and honoured member, and tiie light is 
often allowed to fall on large areas of it, variously decorated. 
Now, both these principles are admitted by Nature, the one 
in her woods and thickets, the other in her plams, and cliffs, 
and waters ; but the latter is pre-eminently the principle of 
power, and, in some sense, «f beauty also. For, whatever 
infinity of Mr form there may be in the maze of the forest, 
there is a feirer, as I think, in the surface of the quiet lake ; 
and I hardly know that association of shaft or tracery, for 
which I woiJd exchange the warm sleep of sunshine on some 
smooth, broad, human-like front of marble. Nevertheless, if 
breadth is to be beautiful, its substance must in some sort be 
beautiAil; and we must not hastily condemn the exclusive 
resting of the northern architects in divided lines, until at 
least we have remembered tiie difference between a blank 
sur&ce of Caen stone, and one mixed from Genoa and Carrara, 
of serpentine with snow : but as regards abstract power and~ 
awfiilness, there is no question ; witiiout breadth of surface it 
is in vain to seek tiiem, and it matters little, so that the 
sur&ce be wide, bold, and unbroken, whether it be of brick or 
of jasper ; the light of heaven upon it, and the weight of earth 
in it, are all we need : for it is singular how forgetful the mind 
may become both of material and workmanship, if only it 
have space enough over which to range, and to remind it, 
however feebly, of the joy that it has in contemplating the 
flatness and sweep of great phuns and broad seas. And it 
is a noble thing for men to do this with their cut stone or 
moulded clay, and to make the face of a wall look infinite, 
and its edge against the sky like an horizon : or even if less 
than this be reached, it is still delightful to mark the play of 
passing light on its broad surface, and to see by how many 
artifices and gradations of tinting and shadow, time and storm 
will set their wild signatures upon it ; and how in the rising^ 
or declining of the day the unbroken twilight rests long and 
luridly on its high lindess forehead, and &des away untrace- 
abiy down its tiers of craifiised and countless stone. 
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§ 9. This, then, heing, as I think, one of the peculiar ele- 
ments of sublime architecture, it may be easily seen how 
necessarily consequent upon the love of it * will be the choice 
of a form approaching to the square for the main outline. 

For, in whatever direction the building is contracted, in 
that direction the eye will be drawn to its terminal lines ; and 
the sense of sur&ce will only be at its fullest when those lines 
are removed, in every direction, as far as possible. Thus the 
square and circle are pre-eminently the areas of power among 
those bounded by purely straight or curved lines ; and these, 
with their relative soli(^, the cube and sphere, and relative 
solids of progression, {as in the investigation of the laws of 
proportion I shall call those masses which are generated by the 
progression of an area of given form along a Une in a given 
direction,) * the square and cylindrical column, are the elements 
of utmost power in all ardiitectural arrangements. On the 
other hand, grace and perfect proportion require an elongation 
in some one direction : and a sense of power may be communi- 
cated to this form of magnitude by a continuous series of any 
marked features, such as the eye may be unable to number ; 
while yet we feel, from their boldness, decision, and simplicity, 
that it is indeed their multitude which has embarrassed us, not 
any confusion or indistinctness of form. This expedient of 
continued series forms the sublimity of arcades and aisles, of all 
ranges of columns, and, on a smaller scale, of those Greek 
mouldings, of which, repeated as they now are in all the 
meanest and most famili^ forms of our furniture, it is im- 
possible altogether to weary. Now, it is evident that the 
architect has choice of two types of form, each properly associ- 
ated with its own kind of interest or decoration : the square, or 
greatest area, to be chosen especially when the surface is to be 
the subject of thought; and the elongated area, when the 

* Yea — I daresay 1 but how are you first to get the love of it? To love 
Bublime architecture is one thing; to lore a Bubtime dividend or a sublime 
percentage b another — and to love a large smoking room or billiard room, 
yet another. [1880.] 

* [See belov, ch. iv. §§ 24-29, for Mme inveeUgation of the laws of proportion.] 
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dkmOTU of the surface are to be subjects of thought. Both 
these orders of form, as I think nearly every other source of 
power and beauty, are marvellously tmited in that building 
which I fear to weary the reader by bringing forward too 
frequently, as a model of all perfection—- the Doge's palace at 
Venice : its general arrangement, a hollow square ; its principal 
fa^e, an oblong, elongated to the eye by a range of thirty- 
four small arches, and thirty-five columns, while it is separated 
by a richly canopied window in the centre, into two massive 
divisions, whose height and length are nearly as four to five ; 
the arcades which give it length being confined to the lower 
storeys, and the upper, between its broad windows, left a 
mighty surface of smooth marble, chequered with blocks of 
alternate rose-colour and white. It would be impossible, I 
beUeve, to invent a more magnificent arrangement of all that 
is in building most dignified and most fair. 

§ 10. In the Lombard Romanesque, the two principles 
are more fused into each other, as most characteristically in 
the cathedral of Pisa : ^ length of proportion, exhibited by an 
arcade of twenty-one arches above, and fifteen below, at the 
side of the nave ; bold square proportion in the fix>nt ; that 
&ont divided into arcades, placed one above the other, the 
lowest with its pillars engaged, of seven arches, the four upper- 
most thrown out boldly ^m the receding wall, and casting 
deep shadows ; the first, above the basement, of nineteen 
arches ; the second, of twenty-one ; the third and fourth of 
dght each ; sixty-three arches in all ; all circular headed, all 
with cylindrical shafts, and the lowest with square panellings, 
set diagonally under their semicircles, an universal ornament 
in this style (Plate XII., fig. 7) ; the apse a semicircle, with a 
semidonae for its roof, and three ranges of circular arches for 
its exterior ornament ; in the interior of the nave, a range of 
circular arches below a circular-arched triforium, and a vast 
flat autface, observe, of wall decorated with striped marble 
above; the whole arrangement (not a peculiar one, but 

' [Sererftl pages of Riukm's note-book of 1845 are demoted to records of careful 
meMnrements, etc, of thie cithednL] 



;;■ Google 



112 THE SEVEN LAMPS OF ARCHITECTURE 

characteristic of every church of the period ; and, to my feeling, 
the most majestic ; not perhaps the faiiest, but the mightiest 
type of fonn which the mind of man has ever conceived *) 
based exclusively on associations of the circle and the square. 

I am now, however, trenching upon ground which I desire 
to reserve for more careful examination, in connection witlt 
other aesthetic questions : but I believe the examples I have 
given will justify my vindication of the square form fivm the 
reprobation which has been lightly thrown upon it ; nor might 
this be done for it only as a ruling outline, but as occurring 
constantly in the best mosaics, and in a thousand forms of 
minor decoration, which I cannot now examine; my chief 
assertion of its majesty being always as it is an exponrait of 
space and sur&ce, and therefore to be chosen, either to rule in 
t^eir outlines, or to adorn by masses of light and shade those 
portions of buildings in which surface is to be rendered precious 
or honourable. 

§ 11. Thus far, then, of general forms, and of the modes in 
which the scale of architecture is best to be exhibited. Let us 
next consider the manifestations of power which belong to its 
details and lesser divisions. 

The first division we have to r^ard, is the inevitable one of 
masonry. It is true that this division may, by great art, be 
concealed ; but I think it unwise (as well as dishonest) to do 
so ; for this reason, that there is a very noble character always 
to be obtained by the opposition of large stones to divided 
masonry, as by shafts and columns of one piece, or massy 
lintels and architraves, to wall work of bricks or smaller stones ; 
and there is a certain organisation in the management of such 
parts, like that of the continuous bones of the skeleton, opposed 

* I hare never for a moment changed from this jadgment, but I fa&ve dnce 
seen a mightier type of the same fonn, — St. Paul's, outside the walls, at Rome. 
It Is a restored building, but nobly and faithfully done ; and, so tar as I know, 
the grandest interior in Europe.^ [1S80.] 

1 [The Church of S. Paolo Fuori le Mnra was burnt down on July 16, 1823, the 
weit front and a few other portione alone escapiiw destruction. It was rebuilt accord- 
ing to the plan and dimenaionaof the original Bamiioa, and reopened in 1854 Buskin 
was at Rome in 1872 and 1874.] 
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to the Totebne, which it is not well to surrender, I hold, 
therefore, that for this and other reasons, the masonry of a 
building is to be shown : and also that, with certain rare ex- 
ceptions, (as in the cases of chapels and shrines of most finished 
workmanship,) the smaller the building, the more necessary it 
is that its masonry should be bold, and vice versd. For if a 
building be imder the mark of average magnitude, it is not in ] 
our power to increase its apparent size (too easily measurable) 
by any proportionate diminution in the scale of its masonry. 
But it may be often in our power to give it a certain nobility 
by building it of massy stones, or, at all events, introducing 
such into its make. Thus it is impossible that there should 
ever be majesty in a cottage built of brick ; but there is a 
marked element of sublimity in the rude and irregular piling 
of tile rocky walls of the mountain cottages of Wales, Cumber- 
land, and Scotland.^ Their size is not one whit diminished, 
though four or five stones reach at their angles from the 
ground to the eaves, or though a native rock happen to project 
conveniently, and to be built into the framework of the wall. 
On the other hand, after a building has once reached the mark 
of majestic size, it matters, indeed, comparatively little whether 
its masonry be large or small, but if it be altogether large, 
it will sometimes diminish the magnitude for want of a 
measure ; if altogether small, it will suggest ideas of poverty 
in material, or deficiency in mechanical resource, besides intv- 
fering in many cases with the lines of the design, and delicacy 
of the workmanship. A very unhappy instance of such inter- 
ference exists in the fa9ade of the church of St. Madeleine* at 
Paris, where the columns, being built of very small stones of 
nearly equal size with visible joints, look as if they were 
covered with a close trellis. So then, that masonry will be 

> [See OQ thii nbject The Poetiy t^ ArekUeeturt, §§ 47 teq., VoL I. pp. 42 
ttq.} 

* [Of tliii cliiiTcli the fcKiDdatioii wu kid by Loni* XV. in 1764. The works were 
interrupted by •uceeaciTe political eventa, end not completed till 1842. There w«re 
in eoTuequence terenl arohitecta, but the church owei itt present form mainly to 
the deai^iu of Couture (1777). Rnakin bad leen it in courM of completion, and 
admired it at ■ good copy of the Greek atyle : aee The Bietiy ^ ArMttOun, % 22S n., 
VoL I. p. 168.] 
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generally the most magnificent which, without the use d 
materials systematically small or large, accommodates itself, 
naturally and frankly, to the conditions and 5tructiu% of its 
work, and displays alike its power of dealing with the vastest 
masses, and of accomplishing its purpose with the smallest, 
sometimes heaping rock upon rock with Titanic command- 
ment, and anon binding the dusty remnants and edgy splinters 
into springing vaults and swelling domes. And if the nobility 
of this confessed and natural masonry were more commonly 
fdt, we should not lose the dignity of it by smoothing surfaces 
and fitting joints. Tlie sums which we waste in chiselling and 
polishing stones which would have been better left as they 
came from the quarry, would often raise a building a stw^ 
higher. Only in this there is to be a certain respect for 
material also : for if we build in marble, or in any limestone, 
the known ease of the workmanship will make its absence 
seem slovenly ; it will be well to take advantage of the stmie's 
softness, and to make the design delicate and dependent upon 
smoothness of chiselled sur&ees : but if we build in granite 
or lava, it is a folly, in most cases, to cast away the labour 
necessary to smooth it ; it is wiser to make the design granitic 
itself, and to leave the blocJcs ruddy squared. I do not deny 
a certain splendour and sense of power in the smoothing ot 
granite, and in the entire subduing of its iron resistance to the 
human supremacy.^ But in most cases, I believe, the labour 
and time necessary to do this would be better spent in another 
way ; and that to raise a building to a height of a hundred 
feet with rough blocks, is better than to raise it to seventy 
with smooth ones. There is also a magnificence in the natural 
cleavage of the stone to which the art must indeed be great 
that pretends to be equivalent; and a stem expressi(Hi of 
brotherhood with the mountain heart from which it has been 



So onl7 that enough rinditj of fbrm be left to mark thU re«wtanoe. (lu 
__U retpect 1 think the right hand lion of the two Egyptian 
British MoBenm the finert piece of Kulptuie in the world.) 



The reference ia to the two red gnnite lions coacbant in the £^7ptiui GslleiT, 
which once guarded the gate of a briok-bnilt tempie or paUca in Upper Nabia (m« 
T. Nicbob* Handy-Book iff the BritUh Mtueum, p. 69).] 
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rent, ill-exchanged for a glistering obedience to the rule and 
measure of men. His eye must be delicate indeed, who would 
desire to see the Pitti palace polished.^ 

§ 12. Next to those of the masonry, we have to consider 
the divisions of the design itself Those divisions are, neces- 
sarily, either into masses of Ught and shade, or else by traced 
lines ; which latter must be, indeed, th^nselves produced by 
in(dsi<His or projections which, in some lights, cast a certain 
breadth of shade, but which may, nevertheless, if finely enough 
cut, be always true lines, in distant effect. I call, for instance, 
such panelling as that of Henry the Seventh's chapel,* pure 
linear division. 

Now, it does not seem to me sufficiently recollected, that a 
wall surface is to an architect simply what a white canvas is 
to a painter, with this only difference, that the wall has already ' 
a sublimity in its height, substance, and other characters 
already considered, on which it is more dangerous to break , 
than to touch witii shade the canvas surface. And, for my 
own part, I think a smooth, broad, freshly laid surface of gesso 
a fiurer thing than most pictures I see painted on it ; much 
more, a noble surface at stone than most architectural features 
which it is caused to assume. But however this may be, the 
canvas and wall are supposed to be given, and it is our craft 
to divide them. 

And the principles on which this division is to be made, are, 
as regards relation of quantities, the same in architectinre as in 
painting, or indeed in any other art whatsoever, only the 
painter is l^ his varied subject partly permitted, partly com- 
pelled, to dispense with the sjmunetry of architectural light and 
shade, and to adopt arrangements apparently free and accidentaL 
So that in modes of grouping there is much difference (though 
no opposition) between the two arts ; but in rules of quantity, 
both are alike, so far forth as their commands of means are 

■ rSee Modem PabOen, roL 11. mc i. ch. z. S3 n. (VoL IV. p. 137), when 
RnakiTi oppMM the " noble rudenew " of the Pitti PaUc« to "tha uMleMpotiah Hid 
Wrbaroiu ruatiatioiu of modern tim«a."] 

* [Eneted in Ifi02-lfi20 : for uiother reference see below, ch. iv. § 8, p. liS.] 
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alike. For the architect not bong able to secure always the 
same dqith oc decisicm of shadow, nor to add to its sadness 
by colour, (because even when colour is employed, it cannot 
follow the moving shade,) is compelled to make many allow- 
ances, and avail himself of many contrivances, which the 
painter needs neither consider nor employ. 

§ 18. Of these limitations the first consequence is, that 
positive shade is a more necessary and more sublime thing in 
an architect's hands than in a painter's. For the latter b^i^ 
able to temper his hght with an undertone throughout, and to 
make it delightful with sweet colour, or awfiil with lurid colour, 
and to represent distance, and air, and sun, by the depth of it, 
and fill its whole space with expression, can deal with an 
enormous, nay, almost with an universal, extent of it, and the 
best painters most delight in such extent ; but as light, with 
the architect, is nearly always liable to become full and untem- 
pered sunshine seen upon solid surface, his only rests, and his 
chief means of sublimity, are definite shades. So that, aft^ ^ze 
and weight, the Power of architecture may be said to depend on 
the quantity (whether measured in space or intenseness) of its 
shadow ; ' and it seems to me, that the reality of its works, and 
the use and influence they have in the daily life of men, (as 
opposed to those works of art with which we have nothing to 
do but in times of rest or of pleasmre,) require of it that it should 
express a kind of human sympathy, by a measure of darkness 
as great as there is in human life : and that as the great poem 
and great fiction generally affect us most by the majesty of 
their masses of shade, and cannot take hold upon us if they 
^ect a continuance of lyric sprightliness, but must be often 
serious, and sometimes melancholy, dse tiiey do not express 
the truth of this wild world of ours ; * so there must be, in Uiis 
magnificently hiunaa art of architecture, some equivalent ex- 
pression for the trouble and wrath of life, for its sorrow and its 

' [Here agsin Ruskin ii develofHiig e prindi^ which he had grasped in hii earliest 
enay on the sabiect : see The Poetry of Architeetaro, gg 28, ISl, 180 n., 2M (VeL I. 
p^ Z2> M, 138, isa).] 

' [The MS. imerts, but delete* " (hew often do we Uy down Dante or Bomar in 
terror or in tean)."] 
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mystery: and this it can only give by depth or diffusion of 
^oom, by the £rown upon its front, and the shadow of its 
recess. So that Rembrandtism is a noble manner in archi- 
tecture, though a false one in painting ; and I do not believe 
that ever any building was truly great, unless it had mi^ty 
masses, vigorous and deep, of shadow mingled with its surface. 
And among the first habits that a young architect should learn, 
is that of thinking in shadow, not looking at a design in its 
miserable liny skeleton ; but conceiving it as it will be when 
the dawn lights it, mid the dusk leaves it ; ^ when its stones will 
he hot, and its crannies cool ; when the lizards will bask on the 
one, and the birds build in the other. Let him design * with 
the sense of cold and heat upon him; let him cut out the 
shadows, as men dig wells in unwatered plains ; and lead along 
the lights, as a founder does his hot metal ; let him keep the 
full command of both, and see that he knows how they fall, and 
where they fade. His paper lines and proportions are of no 
value : all that he has to do must be done by spaces of light 
and darkness ; and his business is to see that the one is broad 
and bold enough not to be swallowed up by twilight, and the 
other deep enough not to be dried like a shallow pool by a 
noon-day sun. 

And, that this may be, the first necessity is that the 
quantities of shade or light, whatever they may be, shall be 
thrown into masses, either of something like equal weight, or 
else large masses of the one relieved with small of the other ; 
but masses of one or other kind there must be. No design 
that is divided at all, and jret not divided into masses, can 

* "Let him — let him." All very fine; but all the while, there wasn't 
me of the architecta for whom this wag written — nor is there one alive now 
— who coatd, or can, so much as shade an egg, or a tallow candle ; how much 
leu an egg-moulding or a shaft ! [18S0.] 

[One of the reriewen, in noticing this nsaage, called attention to the neKl«ct of 
laching in aome cottapicuoua buildings of the time : " We know of no building' in 



tba metropolii, erected ot late fean, in which there has been any attempt at prodacing 
pietnreeque or grand effects bv means uf judicious dbpoaitioa of light and shade. The 
new front to Bnoldnghain Palace (1846) dwells in one leaden gloom tlie whole of the 
day from ita position irith regard to the light. The new Hoasea of Parliament are 
metchedly deficient in this particular ; indeed chiaroscaro is an art which modem 
architecta seem entirely to ignore "( TFeefcJ^ Ckroniele, June 3, 1840).] 
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eyer be of the smallest value : this great law respectmg breadth, 
precisely the same in architecture and painting, is so impor- 
tant, that the examination of its two princijul applications 
wiU include most of the ccmditions of majestic design on 
which I would at present insist. 

§ 14. Painto^ are in the habit of ^leaking loosely of masses 
of l^ht and shade, meaning thereby any large spaces of either. 
Nevertheless, it is convenient sometimes to restrict the tertn 
** mass " to the portions to which proper form bdongs, and to 
call the field on which such forms are traced, interval Thus, 
in foliage with projecting boughs or stems, we have masses of 
light, with intervals of shade; and, in light sides with dark 
clouds upon them, masses of shade, with intervals of light. 

This distinction is, in architecture, still more necessary ; for 
there are two marked styles dependent upon it : one in which 
the forms are drawn with light, upon darkness, as in Greek 
; sculpture and pillars ; the other in which they are drawn with 
darkness upon li^t, as in early Gothic foliation. Now, it is 
not in the designer's power determinately to vary d^rees and 
places of daricness, but it is altogether in his power to vary in 
determined directions his degrees of light. Hence the use of 
the dark mass characterises, generally, a trenchant style of 
design, in which the darks and li^ts are both fiat, and 
terminated by sharp edges ; while the use of the light mass is 
in the same way associated with a softened and full manner of 
design, in which the darks are much warmed by reflected 
lights, and the lights are rounded and mdt into them. The 
term applied by Milton to Doric bas-relief — " bossy," is, as is 
generally the case with Milton's epithets, the most compre- 
hensive and expressive of this manner, which the T?^nglish 
language contuns ; ^ while the term which specifically describes 

> [n)fwaMlo«t,L7I6:— 

" Built like & temple, where piUiten ronod 
Were set, ftiid Dorio pilUn overlmid 
With i^lden architrave ; nor did theee want 
Coraice or frieze, with Imm; eculpturei graTeii." 
For Ruikln'i (tndv of Milton's epitheti, see Seiame <md IMie*, § 20 ttq., aad Ammi i^ 
the Chaee, 13B0, li. 260 ; for hit deecriptioii of Mulpture aa " eaeentially the pro- 
dneUoD of • pleasant boMinen," Me AnUra PenUlia, § 21.] 
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the chief member of early Gothic decoration, feuille, foil or 
leaf, is equally significative of a flat space of shade. 

§ 15. We shall shortly consider the actual modes in which 
tbesie two kinds of mass have been treated. And, first, of 
the light, or rounded, mass. The modes in which relief was 
secured for the more projecting forms of bas-relief, by the 
' Greeks, have been too well described by Sir Charles Eastlake * 
to need recapitulation ; the conclusion which forces itself upon 
us from the facts he has remarked, being one on which I ^all 
have occasion &rther to insist presently, that the Greek work- 
man cared for shadow only as a dark field where&om his light 
figure or design might be intelligibly detached : his attention 
was concentrated on the one aim at readableness and clearness 
of accent; and all composition, all harmony, nay, the very 
vitality and energy of separate groups were^ when necessary, 
saoificed to plain speaking. Nor was there any predilection 
for one kind of form rather than another. Rounded forms 
were, in the columns and prinrapal decorative members, 
adopted, not for their own sake, but as characteristic of the 
thii^ represented. They were beautifully rounded, because 
the Greek habitually did well what he had to do, not because 
he loved roundness more than squareness ; severdy rectilinear 
fonns were associated with the curved ones in the cornice and 
triglyph, and the mass of the pillar was divided by a flut- 
ing, which, in distant effect, destroyed much of its breadth.* 
What power of light these primal arrangements left, was 
diminished in successive refinements and additions of orna- 
ment ; and continued to diminish through Roman work, until 
the confirmation of the circular arch as a decorative feature. 
Its lovely and simple line taught the eye to ask for a similar 
boundary of solid form ; the dome followed, and necessarily 
the decorative masses were thenceforward managed witii 
reference to, and in sympathy with, the chief feature of the 
building. Hence arose, among the Byzantine architects, a 

* " Utenture of the Fine Arts." — Esuy on Bas-relief. 
> [Here the MS. adia, " Put b note," but none «m written.] 
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system of ornament, entirely restrained within the supez^cies 
of curvilinear masses, on which the light fell with as unbrdcoi 
gradation as on a dome or column, while the illumined sur&ce 
was nevertheless cut into details of singular and most in- 
genious intricacy. Something is, of course, to be allowed for 
the less dexterity of the workmen; it being easier to cut 
down into a solid block, than to arrange the projecting 
portions of leaf on the Greek capital : such leafy capitals are 
nevertheless executed by the Byzantines with skill enough to 
show that their preference of tiie massive form was by no 
means compulsory, nor can I think it unwise. On the con- 
trary, while the arrangements of Urie are far more artful^ 
in the Greek capital, the Byzantine light and shade are as 
incontestably more grand and masculine, based on that 
quality of pure gradation, which nearly all natural objects 
possess, and the attaizunent of which is, in fact, the first and 
most palpable piupose in natural arrangements of grand form. 
The rolling heap of the thunder-cloud, divided by 
rents, and multipUed by wreaths, yet gathering 
them all into its broad, torrid, and towering zone, 
and its midnight darkness opposite; the scarcely 
less majestic heave of the mountain side, all torn 
and travarsed by depth of defile and ridge of rock, 
yet never losing the unity of its illumined swell and shadowy 
decline ; and the head of every mighty tree, rich with tracery 
of leaf and bough, yet terminated against the sky by a true 
line, and rounded by a green horizon, which, multipli»l in the 
distant forest, makes it look bossy from above ; all these ma:^ 
for a great and hcmoured law, that diffusion of light for which 
the Byzantine ornaments were designed ; and show us that 
those builders had truer sympathy with what God made 
majestic, than the self-contemplating and self-contented Greek. 
I know that they are barbaric in comparison ; but there is a 
power in their barbarism of sterner tone, a power not sophistic 

> [11m MS. rewla "graceful."] 

* [The text of tho Kphoriam, in black-lettar in tlie 1B80 edition, ii htm "Tlia 
oiling heap ..." down to the end of § 16.] 
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nor peDetrative, but anbracing axid mysterious ; a - power 
Mtfafiil more than thoughtful, which conceived and felt more 
than it created ; a power that neither comprehended nor ruled 
itself, but worked and wandered as it listed, like mountain 
streams and winds; and which could not rest in the ex- 
pression or seizure of finite form. It could not bury itself in 
af»nthus leaves. Its imagery was taken from the shadows 
of the storms and hills, and had fellowship with the night and 
day of the earth itself* 

§ 16. I have endeavoured to ^ve some idea of one of the 
hollow balls of stone which, surrounded by flowing lea£age, 
occur in varied succession on the architrave of the central 
gate of St Mark's at Venice, in Plate I. fig. 8. It seems to 
me singularly beautiful in its imity of lightness, and delicacy 
of detail, with breadth of Ught. It looks as if its leaves had 
been sensitive, and had risen and shut themselves into a bud 
at some sudden touch, and would presently fall back again 
into their wild flow. The cornices of San Michele of Lucca,^ 
seen above and below the arch, in Plate VI., show the effect 
of heavy leafage and thick stems arranged on a surface whose 
curve is a simple quadrant, the Hght dying from off them as 
it turns. It would be diificiilt, as I think, to invent any thing 
more noble: and I insist on the broad character of their 
arrangement the more earnestly, because, afterwards modified 
by greater skill in its management, it became cbaracteristic of 
the richest pieces of Giothic design. The capital,* given in 

* This estiiiMte of BvnntiDe architecture h«d beea previotisty formed bjr 
Lord Linduy * — and, I think, b; him only ; — ttad It remaliu, though eDtirelV 
tme, his and mine only, in written statement, though shared with us by all 
persons who have an eye for colour, and sympathy enough with Christianity 
to care for its fullest interpretation by Art only : in this sentence of mine, the 
bit about iclf-con tented Greelis must be omitted. A noble Greek was as little 
content without God, u George Herbert, or Sl Francis ; and a Byzantine mu 
nothing else than a Greek, — recognising Christ for Zeus. [ISSO.J 

> [For othar drawinn bf Raskm of th<i chnrcli, sse Hata 1 In VoL III. ; and 
Plata 1 in Vol. IV. ; mntl Plata XXI. in Bbmet qf Fentoe, toL L ; and for his descrip- 
" n of it, VoL IIL p. S06 n.] 

* [It is th« slerenth 
r. ch. riU. § »«.] 

■ [See his SkHcAtt qfth» Bittorg ^OirittUm Art, 1847, roL i. pp. 62 Mf.] 
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Plate v., is of the noblest period of the Venetian Gothic ; and 
it is interesting to see the play of leafage so luxuriant,' abso- 
lutely subordinated to the breadth of two masses of li^t and 
shade. What is done by the Venetian architect, with a power 
as irresistible as that of the waves of his surrounding sea, is 
done by the masters of the Cis- Alpine Gothic, more timidly, 
and with a manner somewhat cramped and cold, but not 
less expressing their assent to the same great law. The ice 
spicuhe * of the North, and its broken sunshine, seem to have 
image in, and influence on, the work ; and the leaves which, 
tmder the Italian's hand, roll, and flow, and bow down over 
their black shadows, as in the weariness of noon-day heat, are, 
in the North, crisped and firost-bitten, wrinkled on the edges, 
and sparkling as if with dew. But the rounding of the ruling 
form is not less sought and felt. In the lower part of Plate L 
is the finial of the pediment given in Plate II., irom the 
cathedral of St L6. It is exactly similar in feeling to the 
Byzantine capital, being rounded imder the abacus by four 
branches' of thistle-leaves, whose stems, springing &om the 
angles, bend outwards and fall back to the head, throwing 
their jaggy spines down upon the full li^t, forming two sharp 
quatrefoLk I eould not get near enough to this finial to see 
with what degree of delicacy the spines were cut ; but I have 
sketched a natural group oF thistle-leaves beside it, that the 
readar may compare the types, and see with what mastery 
they are subjected to the broad form of the whole.* The small 
capital from Coutances, Plate XIII., flg. 4, which is of earlier 
date, is of simpler elements, and exhibits the principle still 
more clearly ; but the St. Ld finial is only one of a thousand 

' {^' " *° l<i"i"*»ti" tile MS. hu " magnificent as it ia in wildnen and vmrietf."] 
» [ThiB i« a slip (in all editions) for " ipicuU" : if. VoL 111. p. 685.] 

* [For " It ii exiictly limilar . . ." tbe MS. rwds :— 

" Exactly simiUr in feeling, it rerenaa the amngement of the BjivituM 
capital— that, aquare at the top, is rounded to the shaft, this, aqnare at the 
■haft, ii rounded to the abacuB by four branches . . ."J 

* ^For the uie of the thivtle in Northern Gothic, aee Proterpma, ii. eh. if. ("Oin- 
lietta '), where Ruikin noticed the "coneeqnent, and often morbid, love of thomr 



."] 



Uetta J, wbere Kuikin noticed the "coneeqnent, and often morbid, love of thomr 
points, and iniiatence upon jagged or knotty intricMies of stnblxim vuretetion, which 
I* connected in a deeply myaterioua way with the gloomier forms of Catholic asceti- 
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instances which mi^t be gathered even from the fully de- 
veloped flamboyant, the fe^ng of breadth being retuned in 
minor ornaments, long after it had been lost in the main 
design, and sometimes capriciously renewing itself throughout, 
as in the cylindrical niches and pedestals which enrich the 
porches of Caudebec* and Rouen. Fig. 1, Plate I., is the 
simplest of those of Rouen ; in the more elaborate there are 
four projecting sides, divided by buttresses into eight rounded 
comparhnents of tracery ; even the whole bulk of the outer 
pier is treated with the same feeling; and though composed 
partly of concave recesses, partly of square shafts, partly of 
statues and tabernacle work, arranges itself as a whole into one 
richly rounded tower. 

§ 17. I cannot here enter into the ciuious questions con- 
nected with the managemoit of larger curved surbces *, into 
the causes of the difiference in proportion necessary to be 
observed between round and square towers ; nor into the 
reasons* why a column or ball may be richly ornamented, 
while sur&ce decoration would be inexpedient on masses like 
the Castle of St Angelo* the tomb of Cecilia Metella, or the 
dome of St. Peter's, But what has been above said of the 
desirableness of serenity in plane surfaces, applies still more 
forcibly to those which are curved; and it is to be remem- 
bered that we are, at present, considering how this serenity 
and power may be carried into minor divisions, not how the 
ornamental character of the lower form may, upon occasion, 
be permitted to fret the calmness of the higher. Nor, though 
the instances we have examined are of globular or cylindrical 
masses chiefly, is it to be thought that breadth can only be 
secured by such alone : many of the noblest forms are of sub- 
dued curvature, sometimes hardly visible; but curvatiuc of 
some degree there must be, in order to secure any measture of 
grandeur in a small mass of li^t. One of the most marked 

> [For Rnilclii'f •dmintlon of Uie chnnh of Caudebec, see abavflj IntrodnctioD, 

* rilte MS. sdda, "(which, hoirerer, are tnced farther in the fourth chapter)." 
See below, eh. It. gg 12 mq.] 
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distinctions between one artist and another, in the point of 
skill, will be found in their relative delicacy of perception of 
rounded surface ; the full power of expressing the po-spective^ 
foreshortening, and various undulation of such surface is, 
periiaps, the last and most difficult attainment of Uie hand 
and eye. For instance : there is, perhaps, no tree which has 
baffled the landscape painter more than the common black 
spruce fir.^ It is rare that we see any representation of it 
other than caricature. It is conceived as if it grew in one 
plane, or as a section of a tree, with a set of boughs symmetri- 
cally dependent on opposite sides. It is thought formal, 
unmanageable, and ugly. It would be so, if it grew as it is 
drawn. But the Power of the tree is not in that chandelier- 
like section. It is in the dark, flat, solid tables of leafage, 
which it holds out on its strong arms, curved slightly ovo' 
them like shields, and spreading towards the extremity like a 
hand. It is vain to endeavour to paint the sharp, grassy, 
intricate leafage, until this ruling form has been secured ; and 
in the boughs that approach the spectator, the foreshortening 
of it is like that of a wide hill country, ridge just rising over 
ridge in successive distances; and the finger-like extremities, 
foreshortened to absolute bluntness, require a delicacy in the 
rendering of them like that of the drawing of the hand of the 
Magdalene upon the vase in Mr. Rogers's Titian.' Get but 
the back of that foliage, and you have the tree ; but I cannot 
name the artist who has thoroughly felt it. So, in all drawing 
and sculpture, it is the power of rounding, softly and perfectly, 
every infoior mass which preserves the serenity, as it follovra 
the truth, of Nature, and which demands the highest know- 
ledge and skill &om the workman. A noble design may 
always be told by the back of a single leaf, and it was the 
sacrifice of this breadth and refinement of sur&ce for sharp 
edges and extravagant undercutting, which destroyed the 
Gothic mouldings, as the substitution of the Une for the li^t 

' [RuakiD'i "fiiTourite trM" : see Modem Fainter*, vol. v. pL ri. eh, ix. § 3.] 
■ [" Noli me tang«re ! " now No. 270 in the National Gallery, to which Inetitntion 
VLogtn, the poet, bequeethed it in 18M.] 
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destroyed the Gothic tracery. This change, however, we shall 
betta comprehend after we have glanced at the chief ccm- 
ditions of arrangement of the second kind of mass ; tiiat which 
is flat, and of shadow only. 

§ 18. We have noted above how the wall surface, com- 
posed of rich materials, and covered with costly work, in 
modes which we shall examine in the next Chapter, became 
a subject of peculiar interest to the Christian architects.' Its 
broad flat lights could only be made valuable by points or 
masses of energetic shadow, which were obtained by the 
Romanesque architect by means of ranges of recessed arcade, 
in the management of which, however, though all the efiect 
depends upon the shadow so obtained, the eye is still, as in 
cb^cal architecture, caused to dwell upon the projecting 
oolunms, capitals, and wall, as in Plate VI.* But with the 
enlargement of the window, which, in the Lombard and 
Romanesque churches, is usually little more than an arched 
slit, came the conception of the simpler mode of decoration, 

> [The mbjeet of Hum fmngnph u forther dealt with in an nnpublialied 

pHwge:— 

"The Krehitectnr*! decoration of riit apace depends of coune broadly 
on the introduction of ihade into it, if it be liffot, and of light if it b« 
ahadowed. Given a apacv of wall to be omamentad within and without the 
reepectiTe neeeeiities are both met by simple penetntions or holes, which, 
seen from within, are fbmii of light, and trom without are forms of shade. 
TlieM fomia of shade necMsarj in the actual window, were taken up by 
the early Gothic architeeta as features of wall decoration ; and many 
sor&cea which it was prepared to render intereetiiig were covered witli 
airanraneots of starry or drculsr forms, cat eo deep into the stone as in 
moat light* to teem a broad, if not total interior snade. Where it waa 
powble, as in raiaed screens of stone, these forms were generally oat 
through, so aa to tell as maseee of vigorous dark on the light surfaces, but 
whether m out or not, the design and arrangement was baaed on the form of 
the mcea so cut oat, usually trefoils or quatrefoils, varioualy grouped and 
conndered, and in more elaborate instancee becoming wheel or star 
windows, the idea being always of dark and beautiful ^nns placed on a 
white ground, like clover leaves or woodroof leaves laid on paper, no 
attention whatever being paid to the shapes of the intermediate light surfaces. 
The two pedimonta of Uie west f^nt c^ Bayeuz (PL — } and the door of 
lisieux (PL — ) will give a perfect idea of the system, and the pronenen for 
shade in the latter by making the quatrefitili concave is very remarkable." 

The Bayeoz iUnstration is not given; hut that of Ldaieux will be found in PI. VII. 

fig. I J 

■ [With which plate, compare No. 21 in Blonei nf Vemet, vol. i., and see in that 

toL, eh. zxvii. § 16.] 
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by penetrations which, seen from within, are forms of Mgbt, 
and, from without, are forms of shade. In Italian traceries 
the eye is exclusively fixed upon the dark forms of the 
penetrations, and the whole proportion and power of the 
design are caused to depoid upon them. The intermediate 
spaces are, indeed, in the most perfect early examples, filled 
with dabcnvte ornament ; but this ornament was so subdued 
as never to disturb the simplicity and force of the dark 
masses; and in many instances is entirely wanting. The 
composition of the whole depends on the proportioning and 
shaping of the darks ; and it is impossible that any thing can 
be more exquisite than their placing in the head window of 
the Giotto campanile, Plate IX., or the Church of Or San 
Michde. So entirely does the effect depend upon than, that 
it is quite useless to draw Italian tracery in outline ; if with 
any intention of rendering its effect, it is better to maik the 
black spots, and let the rest alone. Of course, when it is 
desired to obtain an accurate rendering of the design, its lines 
and mouldings are enough ; but it often happens that works 
on architecture are of little use, because they afford the 
reader no means of judging of the effective intention of the 
arrangements which they state. No person, looking at an 
architectural drawing of the richly foliaged cusps and intervals 
of Or San Michele, would understand that all this scidpture 
was extraneous, was a mere added grace, and had nothing 
to do with the real anatomy of the work, and that by a few 
bold cuttings through a slab of stone he might reach the 
main effect of it all, at once. I have, therefore, in the plate 
of the design of Giotto, endeavoured especially to mark these 
points oi purpose; there, as in every other instance, black 
shadows of a graceful form lying on the white sur&ce of 
the stone, like dark leaves laid upon snow. Hence, as 
before observed, the universal name of foil applied to such 
ornaments.' 

§ 19. In order to the obtaining their full effect, it is evident 

> [See further oa this subject, iStonw </ Vmiet, to). L ch. rl. g 8.] 
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that much caution is necessary in the management of the 
glass. In the finest instances, the traceries are open lights, 
either in towers, as in this design of Giotto's, or in external 
arcades like that of the Campo Santo at Pisa or the Doge's 
Palace at Venice ; and it is thus only that their full beauty 
is shown. In domestic buildings, or in windows of churches 
necessarily glazed, the glass was usually withdrawn entirely 
behind the traceries. Those of the Cathedral of Florence 
stand quite clear of it, casting their shadows in wdl-detached 
lines, so as in most lights to give the appearance of a double 
tracery. In those few instances in which the glass was set 
in the tracery itself, as in Or San Michele, the effect of the 
latter is half destroyed : perhaps the especial attention paid 
by Orcagna to his sur&ce ornament, was connected with the 
intention of so glazing them. It is singular to see, in late 
architecture, the glass, which tormented ^e bolder architects, 
considered as a valuable means of making the lines of tracery 
more slender ; as in the smallest intervals of the windows of 
Merton Collie, Oxford,' where the glass is advanced about 
two inches from the centre of the tracery bar, (that in the 
laiger spaces being in the middle, as usual,) in order to prevent 
the depth of diadow from farther diminishing the apparent 
intervaL* Much of the lightness of the effect of the traceries 
is owing to this seemingly unimportant arrangement. But, 
generally speaking, glass spoils ^ traceries ; and it is much 
to be wished that it should be kept well witliin them, when 
it f^onot be dispensed with, and that the most careful and 

* Well noticed ; and, I think, at that time by me only. I do not think 
thia question of the advance or retreat of the glats hsa been touched even in 
M. VioUet-le-Duc'B long article on tracer^, and I am more pertinacious now 
in showing what I have really aeen and said, because it has all been so useless. 
Had it been acted onj I need not have vindicated my guidance — now, I can 
onlj saj — " I showed you the right wayj though you would not walk in It," 
See the following note. [1880.] 

* [TIm windows are of the nine data as the choir, trtiniepti, and ante-cbapel, about 
127S, azeept the lower part of the east window. Buskin niMe drawings and mesaure- 
ments of these windows during a visit to Oxford in Jnlv 1848. The point here made 
in the text is noted and Uluttiated at oonaiderable lengUi in hia diary.] 
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beautiful designs should be reserred for situations where no 
glass would be needed.* 

§ 20. The method of deooration by shadow was, as &t as 
we have hitherto traced it, common to the northern and 
southan Gothic. But in the carrying out of the system they 
instantly divei^ed. Having marble at his command, and 
classical decoration in his sight, the southern architect was 
able to earre the intermediate spaces with exquisite lea£age, 
or to vary his wall surface with inlaid stones. The northern 
architect neither knew the ancient work, nor possessed the 
delicate material; and he had no resource but to cover his 
walls with holes, cut into foiled shapes like those of the 
windows. This he did, often with great clumsiness, but 
always with a vigorous sense of composition, and always, ob- 
serve, depending on the shadows for effect Where the waU 
was thick, and could not be cut through, and the foilings were 
lar^, those shadows did not fill the entire space ; but the 
form was, nevertheless, drawn oti the eye by means of than, 
and when it was possible, they were cut clear through, as in 
raised screens of pediment, like those oi the west front of 
Bayeux : cut so deep in every case, as to secure, in all but a 
direct low front Ught, great breadth of shadow. 

The spandrel, given at the top of Plate VII., is from the 
south-western entrance of the cathedral of Lisieux ; one of 
tiie most quaint and interesting doors in Normandy, probably 
soon to be lost for ever,^ by the continuance of the masonic 
operations which have already destroyed the northern tower. 
Its work is altogether rude, but frill of spirit; the opposite 
q>andrels have different, though balanced, ornaments very 
inaccurately adjusted, each rosette or star (as the five-rayed 
figure, now quite de&ced, in the upper portion appears to 

* Cloisters, for iostance. The only fruit I have seen of thi> exhortatioii ii 
the multiplication of the stupidest traceries that can be cut cheapest, as in 
the cloisters of the missionary school at Caoterbuiy.! [1880.] 

' [A prophecy of doom not hitherto fulfilled.] 

* [St Augustine's College, re-fonnded by tbe Ut« Hr. A. J. Bereafbrd Hope in 
1&44. The buildinfcs, erected from the dedgns of Butterfield; were completed in 1848, 
310 years after the dissolution of the«arlier foundation.] 
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have been) cut on its own block of stone and fitted in with 
small nicety, especially illustrating the point I have above 
insisted upon — the architect's utter neglect of the fonns of 
intennediate stone, at this early period. 

The arcade, of which a single arch and shaft are given on 
the left, forms the ilank of the door ; three outer shafts bearing 
three orders within the spandrel which I have drawn, and each 
of these shafts carried over an inner arcade, decorated above 
with quatrefoils, cut concave and filled with leaves, the whole 
disposition exquisitdy picturesque and fiill of strange play of 
light and shade. 

For some time the penetrative ornaments, if so they may 
be for convenience called, maintained their bold and inde- 
pendent character. Then they multiphed and enlarged, be- 
f»ming shallower as they did so; then they began to run 
together, one swallowing up, or hanging on to, another, like 
bubbles in expiring foam — ^fig. 4, from a spandrel at Bayeux,^ 
looks as if it had been blown from a pipe ; finally, they lost 
their individual character altogether, and the eye was made 
to rest on the separating lines of tracery, as we saw before 
in the window ; and then came the great change and the fall 
of the Gothic power. 

§ 21. Figs. 2 and 8, the one a quadrant of the star window 
of tiie httle chapel * close to St Anastasia at Verona, and 
the other a very singular example' from the chiurch of the 
Eremitani at Padua, compared with fig. 5, one of the orna- 
ments of the transept towers of Rouen,* show tiie closely 

* The reader cannot but obserre the agreeableness, as a mere arrangement 
of shade, which espedallf belongs to the "sacred trefoil." I do not think 
that the element of foliation has been enough insisted upon in its intimate 
relations with the power of Gothic work. If I were ulced what was the moat 
distinctive feature of its perfect style, I should say the trefoil. It is the very 
soul of it ; and I think the loveliest Gothic is always formed upon simple and 
Imld tracings of it, taking place between the blank lancet arch on the one 
hand, and the overcharged cinquefoiled arch on the other.* 

' [Referred to ufpiin in Stone* <^ Ver^et, vol. i. ch. xxvi. § 9.J 

* rrbe ehaoel of San Pietro Martire, which, with the adjacent buildings (now a 
•ehool), formea part of the convent of Sant' Anastasia. ] 

* ntaferred to anin in auma of Venice, toL i. ch. icL § 12.] 

* [Nolo 10, at the end of the book, in eds. 1 and 2. Omitted In later editions.] 
Tlir. 1 
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correspondent conditions of the early Northern and Southern 
Gothic. But, as we have said, the Italian architects, not 
being embarra^ed for decoration of wall sur&ce, and not 
being obliged, like the Northmen, to multiply their penetn* 
tions, held to the system for some time longer ; and while 
they increased the refinement of the ornament, kept the 
purity of the plan. That refinement of ornament was thai 
weak point howevo*, and opened the way for the renaissance 
attack. They fell, like the old Romans, by their luxury,^ 
except in the separate instance of the magnificent school oS 
Venice. That architecture b^an with the luxuriance m 
which all others expired : it founded itself on the Byzantine 
mosaic and fretwork ; and laying aside its ornaments, one by 
one, while it fixed its forms by laws more and more severe, 
stood forth, at last, a model of domestic Gothic, so grand, so 
complete, so nobly sj^stematised, that, to my mind, there 
never existed an architecture with so stem a claim to our 
reverence,* I do not except even the Greek Doric : the Doric 
had cast nothing away ; the fourteenth century Venetian had 
cast away, one by one, for a succession of centuries, every 
splendour that art and wealth could give it. It had lud 
down its crown and its jewels, its gold and its colour, like a 
king disrobing: it had resigned its exertion, like an athlete 

* I have written many passa^tes that are one-sided or incomplete ; and 
which therefore are mbleadiDg if read without their contexts or development 
Bat I know of no other [laragraph in any of my books so definitely false ai 
this. I did not know the history of Venice when I wrote it; and mistook 
the expression of the conspiring pride of her later aristocracy, for the temper 
of the whole nation. The real strength of Venice was in the twelfth, not 
the fourteenth century : and the abandonment of her Byxantine architecture 
meant her ruin. See the notes on the destructloR of the Ziani Palace in tbe 
Stone* of Venice [vol. ii. ch. viii. ; the "Ziani Palace" — the original Ducal 
Palace]. Farther, although rendering all this respect to what I suppose to be 
tbe self-restraint of Venetian-Gothic, I had carefully guarded the reader fnnD 
too high an estimate of it, in relation to originally purer styles. The followiog 
passage, from the preface to the second ediUon, has been much too carelesslv 
overlooked by the general reader : — " I must here also deprecate . . . noblest 
of all." [1880. For the passage given at length in that edition, because tbe 
preface to ed. S was not then entirely reprinted, see above, p. IS.] 

1 [See the passage from Pliny cited in Uodem Faintert, vol. L (VoL IIL p. 21).] 
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reposing ; once capricious and fantastic, it had bound itself by 
laws inviolable and serene as those of Nature herself. It re- 
tained nothing but its beauty and its power ; both the highest, 
but both reshvined. The Doric flutings were of irr^ular 
number — ^the Venetian mouldings were unchangeable. The 
Doric manner of ornament admitted no temptation ; it was 
the fasting of an anchorite — the Venetian ornament embraced, 
while it governed, all vegetable and animal forms ; it was the 
temperance of a man, t£e command of Adam over creation. 
I do not know so magnificent a marking of human authority 
as the iron grasp of the Venetian over his own exuberance of 
imagination; the calm and solemn restrunt with which, his 
mind filled with thoughts of flowing leafage and fiery life, he 
gives those thoughts expression for an instant, and then with- 
draws within those massy bars and levelled cusps of stone.* 

And his power to do this depended altogether on his 
retaining the forms of the shadows in his sight. Far from 
carrying the eye to the ornaments, upon the stone, he aban- 
doned these latter one by one; and while his mouldings 
received the most shapely order and symmetry, closely cor- 
respondent with that of the Rouen tracery, (compare Plates 

* The pUte represents one of the lateral windows of the third storey of 
the Palano Foscari.' It was dmwn from the opposite side of the Grand Cuial, 
and the lines of its traceries arc therefore given as they appear in somewhat 
distant effect. It shows only segments of the characteristic quatrcfoils of the 
centnl windows. I found by measurement their construction exceedingly 
nmple. Four circles are drawn in contact within the large circle. Two 
tangential lines are then drawn to each opposite pair, enclosiog the four 
cirdes in a hollow cross. An inner circle struck through the intersections of 
the circles by the tangents, truncates the cusps.* 

> [Rnsldn spent mnch tiins and labour upon drawinr this Palace during his sojourn 
at Venioe with J. D. Harding in 184d. He writes to Us father (Sept 17) :— 

"Harding and 1 shall do the Foscari pretW well between ua. I have got 
the architecture— mouldings, cajutals snd all. I bMao it smalL Harding 
Mid I should frighten the Daguerreotype into fitH, and Conttet said : ' ^ ne 
le ressembte pas : c'est la memo chose.' I fouud it imposdble, bowerer, to 
accomplish it so eoinpletelyj aud am therefore taking large studies of the 
nooat interesting partjlearing the rest to sketch in lightly," 
For noticee of the PalAce, see Slonet qf Venice, Venetian Index, and vol. ii. ch, v. 
§1 2, 4, 10, 14.] 

* [Note 11, at the end of the book, in eds. 1 and 2. Appendix iv. ui the 1880 
and later eds. J 
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IV. and VIII.,) he kept the cusps witiiin them perfectly flat, 
decorated, if at all, with a trefoil (Palazzo Foscari), or fillet 
(Doge's Palace), just traceable and no more, so that the 
quatrefoil, cut as sharply through them as if it had been 
struck out by a stamp, told upon the eye, with all its four 
black leaves, miles away. No knots of flowerwork, no onu' 
ments of any kind, were suffered to interfere with the purity 
of its fonn : the cusp is usually quite sharp ; but slightly 
truncated in the Ptdazzo Foscari, and charged with a ^mple 
ball in that of the Doge ; and the glass of the window, where 
there was any, was, as we have seen, thrown back behind the 
stonework, tiiat no flashes of light might interfere with its 
depUL Corrupted forms, like those of the Casa d'Oro aod 
Palazzo Pisani,* and several others, only serve to show the 
majesty of the common design. 

§ 22. Such are the .principal circumstances traceable in the 
treatment of the two kinds of masses of light and darkness, ia 
the hands of the earlier architects; gradation in the one, 
flatness in the other, and breadth in both, being the qualities 
sought and exhibited by every possible expedient, up to the 
period when, as we have before stated, the line was substituted 
for the mass, as the means of division of surface. Enou^ 
has been said to illustrate this, as regards tracery ; but a word 
or two is still necessary respecting the mouldings. 

Those of the earlier times were, in the plurality of 
instances, composed of alternate square and cylindrical shafts, 
variously associated and proportioned. Where concave cuttings 
occiu*, as in the beautiful west doors of Bayeux, they are 
between cylindrical shafts, which they throw out into broad 
light. The eye in aU cases dwells on broad sur&ces, and 
commonly upon few. In course of time, a low ridgy process 
is seen emerging along the outer edge of the cylindrical shaft, 
forming a line of light upon it and destroying its gradation. 
Hardly traceable at first, (as ' on the alternate rolls of the 

1 [For these palace*, see Stonet of Veniee, Venetian Index.] 

* [The MS. for "as" readi "if it has escaped Mr. Whewell'e eje on . . ." Foi 
Whewell's book, we above, p. 68 ».] 
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north door of Rouen,) it grows and pushes out as gradually 
as a budding plant : * sharp at first on the edge ; but, becoming 
prominent, it receives a truncation, and becomes a definite 
fillet on the face of the rolL Not yet to be checked, it pushes 
forward until the roll itself becomes subordinate to it, and is 
finally lost in a slight swell upon its sides, while the con- 
cavities have all ^e time been deepening and enlarging 
behind it, untjl, from a succession of square or cylindrical 
masses, the whole moulding has become a series of concavities 
edged by delicate fiUets, upon which, (sharp lines of light, 
observe,) the eye exclusively rests. While this has been 
taking place, a similar, though less total, change has affected 
the flowerwork itself. In Plate I., fig. 2 (a), I have given 
two fifom the transepts of Rouen. It will be observed how 
absolutely the eye rests on the forms of the leaves, and on 
the three berries in the angle, being in li^t exactly what the 
trefoil is in darkness. These mouldings nearly adhere to the 
stone ; and are very slightly, though sharply, undercut. In 
process of time, the attention of the architect, instead of 
resting on the leaves, went to the stalka. These latter were 
elongated (b, fix>m the south door of St Ld ;) and to exhibit 
them better, the deep concavity was cut behind, so as to 
throw them out in lines of light The system was carried out 
into continually increasing intricacy, until. In the transepts of 
Beauvais, we have brackets and flamboyant traceries, com- 
posed of twigs without any leaves at alL This, however, is a 
partial, though a sufiiciently characteristic, caprice, the leaf 
being never generally banished, and in the mouldings round 
those same doors, beautifully managed, but itself rendered 
liny by bold marking of its ribs and veins, and by turning up, 
and crisping its edges, large intermediate spaces being always 
left to be occupied by intertwining stems, {c, from Caudebec). 
The trefoil of light formed by berries or acorns, though 
diminished in value, was never lost up to the last period of 
living Gothic. 

§ 28. It is interesting to follow into its many ramifications, 

' [For "a budding plant," ed. 1 reads " a stag'* honu."] 
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the influence of the corrupting principle; but we have seen 
enough of it to enable us to draw our practical conclusion — 
a conclusion a thousand times felt and reiterated in the 
experience and advice of every practised artist, but never 
often enough repeated, never profoundly enough felt. Of 
composition and invention much has been written, it seems 
to me vainly, for men cannot be taught to compose or to 
invent; of iJiese, the highest elements of Power in archi- 
tecture, I do not, therefore, speak ; nor, here, of that peculiar 
restraint in the imitation of natural forms, which constitutes 
the dignity of even the most luxuriant work of the great 
periods. Of this restraint,' I shall say a word or two in the 
next chapter ; ' pressing now only the conclusion, as practically 
useful as it is certain, that the relative majesty of buildings 
depends more on the weight and vigour of their masses, than 
on any other attribute of their design : mass of eveiything, of 
bulk, of light, of darkness, of colour, not mere sum of any of 
these, but breadth of them ; not broken light, nor scattered 
darknera, nor divided weight, but solid stone, broad sunshine, 
starless shade. Time would fail me altogether, if I attempted 
to follow out the range of the principle ; there is not a feature, 
however apparently trifling, to which it cannot give power. 
The wooden fillings of belfry lights, necessary to protect their 
interiors from rain, are in England usually divided into a 
number of neatly executed cross-bars, like those of Venetian 
blinds, which, of course, become as conspicuous in their 
sharpness as they are uninteresting in their precise carpentry, 
multiplying, moreover, the horizontal lines which directly 
contradict those of the architecture. Abroad, such necessities 
are met 1^ three or four downright penthouse roofs, reaching 
each from within the window to the outside shafts of its 
mouldings; instead of the horrible row of ruled lines, the 
space is thus divided into four or five grand masses of shadow, 
with grey slopes of roof above, bent or yielding into all kinds 

' [The MS. iUBerte, "couDected u it ia with the UDderstandiiig of the moet 
profound lawBof orgmic form."] 
' [See below, ch. iv., § 13, p. 162.] 
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of delicious swells and curves, and covered with warm tones 
of moss and lichen. Very often the thing is more deh^tful 
than the stone-work itseU", and all because it is broad, dark, 
and simple. It matters not how clumsy, how common, the 
means are, that get weight and shadow — sloping roof, jutting 
porch, projecting balcony, hollow niche, massy gargoyle, 
firowning parapet ; get but gloom and simplicily, and all g^>od 
things will follow in their place and time; do but design 
with the owl's eyes first, and you will gain the fEdcon's 
afterwards. 

§ 24. I am grieved to have to insist upon what seems so 
simple : it lool^ trite and commonplace when it is written, 
but pardon me this : for it is anyUiing but an accepted or 
understood principle in practice, and the less excusably for- 
gotten, because it is, of all the great and true laws of art, the 
easiest to obey. The executive facility of complying with its 
demands cannot be too earnestly, too fruikly, asserted. There 
are not five men in the kin^om who could compose, nor 
twenty who could cut, the foliage with which the windows of 
Or San Michele aie adorned ; but tiiere is many a village 
clergyman who could invent and dispose its black openings, 
and not a village mason who could not cut them.^ Lay a few 
clover or wciodJmof leaves on white paper, and a little altera- 
tion in their positions will suggest figures which, cut boldly 
through a slab of marble, would be worth more window 
traceries than an architect could draw in a summer's day.* 
But I know not how it is, tmless that our EngHsh heuts have 
more oak than stone in them, and have more filial sympathy 
with acorns than Alps ; but all that we do is small and mean, 

' [Then ia at least one villaice clergpnan wbo hu acted in the spirit of this paimga 
— iwm^, the Rev. F. W. Raggj M.A., Trinity College, Cembridge, Vicar of Man- 
wortb, Bucks. He has carved, with his owd hand, tbe window traceries and capitals 
of the eolarons id his church with natural objects of vegetable lifa, including "kale*' 
leaves ; one window is framed entirely with bone-chestnut leaves.] 
* [Ed. 1 here continDee : — 

"There are few men in tbe world wbo could ieviKf > Greek capital; 
there are few who could not produce some vigour of effect with leaf designs 
on a Byzantine block : fewnho could design a Palladianfront, or a flamboyant 
pediment ; many wbo could build a square mass like the Stroira Palace." 
For the Strozzi Palace, see Vol. IV. p. 137 n.] 
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if not worse— thin, and wasted, and unsubstantial. It is not 
modem woric only ; we hare built like frogs and mice since 
the thirteenth century (except only in our castles). What a' 
contrast between the pitiful little pigeon-holes which stand for 
doors in the east front of SaUsbury, looking like the entrances 
to a beehive or a wasp's nest, and the soaring arches and kingly 
crowning of the gates of Abbeville, Rouen, and Rheims, or 
the rock-hewn piers of Chartres, or the dark and vaulted 
porches and writhed pillars of Veronal Of domestic archi- 
tectiu'e what need is there to speak ? How small, how cramped, 
how poor, how miserable in its petty neatness is our best I how 
beneath the mark of attack, and tixe level of contempt, that 
which is conmion with us t What a strange sense of formalised 
deformity, of shrivelled precision, of starved accuracy, of 
minute misanthropy have we, as we leave even the rude streets 
c^ Picardy for the market towns of Kent I Until that street 
architecture of ours is bettered, until we give it some size and 
boldness, until we give our windows recess, and our walls 
thickness, I know not how we can blame our architects foi 
their feebleness in more important work ; their eyes are inured 
to narrowness and slightness : can we expect them at a word 
to conceive and deal with breadth and solidity ? They ou^t 
not to live in our cities ; there is that in their miserable walls 
which bricks up to deaUi men's imaginations, as surely as ever 
perished forsworn nun. An architect should hve as little in 
cities as a painter.' Send him to our hills, and let him study 
there what nature understands by a buttress, and what by a 
dome. There was something in the old power of architecture, 
which it had from the recluse more than from the citizen. 
The buildings of which I have spoken with chief praise, rose, 
indeed, out of the war of the piazza, and above the fury of the 
populace : and Heaven forbid that for such cause we should 
ever have to lay a larger stone, or rivet a firmer bar, in our 

' [Cf. Leotunw on AH, § 123, where Ruakbi repeated, "ooly in more delibetate 
•Mertioa," whkt he vrrote '' jnrt twenty-two years ago in the . . . Seem Lamp* — it is 
not possible to have any right morality, happiness, or art, in any country where the 
cities are . . . spots of dreadful mildew, spreading by patches and blotches over the 
country they consume."] 
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England t But we have other sources of power, in the imagery 
of our iron coasts and azure hills ; of powo- more pure, nor 
less serene, than that of the hermit spirit which once lighted 
with white lines of cloisters the glades of the Alpine pine, 
and raised into ordered spires the wild rocks of the Nonnan 
sea ; which gave to the temple gate the depth and darkness 
of Elijah's Horeb cave ; ^ and lifted, out of the populous city, 
grey cliflfe of lonely stone, into the midst of sailing birds and 
sil^it air. 

> [1 Kings xs. 8, 9.] 
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CHAPTER IV 

THE LAMP OF BEAUTY 

§ 1. It was stated, in the outset of the preceding chapter, that 
the value of architecture depended on two distinct characters : 
the one, the impression it receives from human power ; the 
other, the image it bears of the natural creation. I have en- 
deavoured to ^ow in what manner its majesty was attributable 
to a sympathy with the effort and trouble of human life * (a 
sympathy as distinctly perceived in the gloom and mystery of 
form, as it is in the melancholy tones of sounds). I desire 
now to trace that happier element of its excellence, consisting 
in a noble rendering of images of Beauty, derived chi^y fixao 
the external appearances of organic nature. 

It is irrelevant to our present purpose to enter into any 
inquiry respecting the essential causes of impressions of beauty. 
I have partly expressed my thoughts on this matter in a 
previous work,' and I hope to develope tJiem hereafter. But 
since all such inquiries can only be founded on the ordinary 
understanding of what is meant by the term Beauty, and 

* Yes, but that U not whftt is mesnt in the 1 7th Aphorism, by " Dominion " 
or Government : though, oa the embossed cover of the book, I partly imphed 
It to be, in substituting " Auctoritaa" for "Potestas." The intellectual "Do- 
minion" of Architecture is treated of partly in the course of the present 
chapter, under the heads of Proportion and Abstraction ; and partly in the 
fifth chapter, (of which see the opening paragraph. Aphorism S3), — a confusion 
induced partly by haste and mismanagement, and partly by excess of manage- 
ment, and the difficulty I have before confessed, (though I forget where,) of 
keeping my Seven Lamps from l)ecoming Eight— or Nine — or even quite a 
vulgar row of foot-lights.* [1880.] 

1 [Modem PaaUert, vol. li.] 

' [See Fort Olacigera, Letter 5 : " 1 have always a great Bui)^on of the number 
Seveu ; became wbeu ] wrote the Seven. Lampa nf ArehiUeture, it required all the 
ingenuity I wu master of to prevent tbem becoming Eigbt, or even Nine, on my 
Lauds."] 
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since they presume that the feeling of mankind on this subject 
is universal and instincdre, I shall base my present investiga- 
tion on this assumption ; and only asserting that to be beauti- 
ful which I believe will be granted me to be so without 
dispute, I would endeavour shortly to trace the manner in 
which this element of delight is to be best engrafted upon 
architecttiral design, what are the purest sources from which 
it is to be derived, and what the errors to be avoided in its 
pursuit. 

§ 2. It will be thought that I have somewhat rashly limited 
the elements of architectural beauty to imitative forms. I do 
not mean to assert that every happy arrangement of line is 
directly suggested by a natural object ; but that all beautiiiil 
lines are adaptations of those which are commonest in the 
external creation ; that, in proportion to the richness of their 
association, the resemblance to natural work, as a type and 
help, must be more closely attempted, and more clearly seen ; 
and that beyond a certain point, and that a very low one, man 
cannot advance in the invention of beauty, without directly 
imitating natural form. Thus, in the Doric temple the 
triglyph and cornice are unimitative ; or imitative only of 
artificial cuttings of wood. No one would call these members 
beautifiiL Their influence over us is in their severity and 
simplicity.' The fluting of the column, which I doubt not 
was the Greek symbol of the bark of the tree,' was imitative 

' [Id the MS. "tfaeir weight, poifer, and ilmplidtj."] 

* jRnaldn'B conjectara^i more reasonable tban the ouce popular ezplaiiotioa that 
the nutiiifti were provided for the reception of the speara of persons visiting the 
twnplei — a more unsuitable place for them could not be imagined. More probably, 
tbeir origin may be found in the polygonal column, whose lidee received a greater 
play of light by being hollowed out — a refinement which would not be long unper- 
ceived by the Greeks (see GwiWe Enegclopttdia qf Arekittcture, v.Qi). For the "delicate 
■nd b«*ntiful affects" of cast shadows, owing to variations In uieform of the Sutes,8ee 
F. C. Penrose's Inveitigalion of the Priiwipla of Athenian Arckilacture, ed. 1S88, p. 51. 
A reviewer in commenting upon the above passage MgKoAa further reasons : "This 
symbolism mav have given birth to the Sutes ; but the beautT which contiQued their 
use and made it invariable, and which, as Mr. Ruskin allows, is instantly felt in it, has 
many accDunts better than this to render of itself. The buslneei of the shaft ii to 
support weight; the aim of the Greek architect was to make it express, as well as 
prafbnn, that businees. The mind instinctivelv attributes motive and ascendant energy 
to a (eriea of vertically convergent lines, which are checked before reaching their 
focus. This effect is much increased in the Doric shaft by the gentle swell, or entavs. 
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in its origin, uid feebly resembled miuay canaliculated oiganic 
structures. Beauty is instantly felt in it, but of a low orda*. 
The decoration proper was sought in the true f(»ms of organic 
life, and those ehieSy humim. Again : the Doric capital was 
unimitative ; but aU the beauty it had was dependent on the 
precision of its orolo,' a natural curve of the most firequent 
occurrence. The Ionic capital (to my mind, as an archi- 
tectural invention, exceedingly Iwse,} nevertheless depended 
for all the beauty that it had on its adoption of a spiral line, 
perhaps the commonest of all that characterise the inferior 
orders of animal organism and habitation. Fartho- progress 
could not be made without a direct imitation of the acanthus 
leaf. 

Again: the Romanesque arch is beautiAil as an abstract 
line. Its type is always before us in that of the apparoit 
vault of heaven, and horizon of the earth. The cylindrical 
pillar is always beautiAil, for God has so moulded the stem 
of every tree that is pleasant to the eyes. The pointed ardi 
is beautiful ; it is the termination of every leaf that shakes in 
summer wind, and its most fortunate associations are directly 
borrowed from the trefoiled grass of the field, or from the 
stars of its flowers. Farther than this, man's invention 
could not reach without frank imitation. His next step 
was to gather the flowers themselves, and wreathe than in 
his capitals.' 

§ 8. Now, I would insist especially on the fiict, of which 
I doubt not that farther illustrations will occur to the mind 

wliich BccompuiJM its swift taper ; but another, and far more subtla, and at the nnw 
time powerful reeeon, for the Anting ia in the capacity of a teriea of coacav« aurbcM 
to exprew an active resistance againit, or rather denial of, any tendency to boret and 
crumble beneath the auper-impMed burden. This may, perhapa, aeem arefinemeat; 
but let the reader compare the fluted Greek with the smooth 'Roman Doric' shaft 
and he will probably acknowledge that a certain unpleasant effect which alwaye 
accompanies the last, and which caiiaed the Greeka invariably to flute their abafta, 
ia mainly owing to the absence of any such soneetion of resisting power. That which 
sounds uke an over-refinemeut when ezplunea to the understanoing la often siia|de 
eooogb to the eye " (Bdmlmrgh Seview, vol. 04, 1851, p. 380).1 

' Ovolo (from the Italian, meaning "egg-formed"); the name applied to the 
moulding at the head of the Doric column. The MS. has, instead of this technical term, 
"its nngle curved line."] 

' [For an additional paseage here, in the MS., see Appendix iL, p. 286.] 
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of every reader, that all most lovely forms and thoughts are 
directly taken from natural objects; because I 
would &in be allowed to assume also the converse "o""" 
of this, namely, that forms which are not taken .„j, 
from natural objects must be ugly.* I know this jimndi^l^the 
is a bold assumption; but as I have not space to i^'»*if^'«^rai 
reason out the points wherein essential beauty of 
form consists,* that being far too serious a work to be under- 
taken in a bye way, I have no other resource than to use this 
accidental mark or test of beauty, of whose truth the con- 
siderations which I hope hereafter to lay before the reader 
may assure him. I say an accidental mark, since forms are 
not beautiful because they are copied from Nature; only it 
is out of the power of man to conceive beauty without her 
aid. I believe the reader will grant me this, even from the 
examples above advanced; the degree of confidence with 
which it is granted must attach also to his acceptance of the 
conclusions which will follow from it; but if it be granted 
frsnkly, it will enable me to determine a matter of very 
essential importance, namely, what is or is not ornament. 
For there are many forms of so called decoration in architec- 
ture, habitual, and received, therefore, with approval, or at 
all events without any venture at expression of dislike, which 
I have no hesitation in asserting to be not ornament at all, 
but to be ugly things, the expense of which ought in truth 

* The aphorism is wholly true ; bat the {bllowiog applicatioQ of it, often 
trivul or fkUe. See the MiUequent notes. [1880.] 

le text of the aphorisin, in black-letter in the 1880 edition, ii from "Nov, 

innat . . ." down to "must be ugly."] 
[In the MS. Ruskin bad written here, "to do thii baa taken me moTe tban three 
jean of tbuu^bt." He erased the words, reflecting, no doubt, that bis years of thought 
on the snhject were not yet ended. It had, indeed, taken him three years (1843-1816) 
to write the second volame of Modem Painter*, in which he formulated a theory of 
1>e«nty implying the coadunon here stated ; but the illustration of this conclusion 
w«* stiU the tasK in front of bim in die remainder of that work (see Modem Painteri, 
ToL iv. ch.xiv.§24): " The reader must vet remember that onrapMial business in this 
se cti on of the work is the observance of the nature of teautg, and of the degreee in 
which the aspect of an^ object fulfils the laws of beauty stated in the second volume." 
With what is said in the text above, compere the passsge from The Two Patht dted 
mbove, p. 101 n.] 
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to be set down in the architect's contract, as " For Monstrifi- 
cation." I believe that we regard these customaiy deformities 
with a sarage complacency, as an Indian does his flesh patterns 
and paint (all nations being in certain decrees and senses 
savage). I believe that I can prove them to be monstrous, 
and I hope hereafter to do so conclusively ; but, meantime, 
I can allege in defence of my persuasion nothing but this 
fact of their being unnatural, to which the reader must attach 
such weight as he thinks it deserves. There is, however, a 
peculiar difficulty in using this proof; it requires the writer 
to assume, very impertinently, that nothing is natural but 
what he has seen or supposes to exist. I would not do this ; 
for I suppose there is no conceivable form or grouping of 
forms but in some part of the universe an example of it may 
be found. But I think I am justified in considering those 
Aphorism fo^His to be vwst natural which are most &equent; 
2a or, rather, that on the shapes which in the evtay- 

natUfttott day world are familiar to the eyes of men, God 
w^UmoH ^^ stamped those characters of beauty which He 
eatiiy and or- has made it mau's nature to love ; while in certain 
rfmoH/j; *«n.i gxceptional forms He has shown that the adoption 
of the others was not a matter of necessity, but part of the 
adjusted harmony of creation. I believe that thus we may 
reason from Frequency to Beauty, and vice versd; that, 
knowing a thing to be frequent, we may assume it to be 
beautifid; and assume that which is most frequent to be 
most beautiful : I mean, of course, visibly frequent ; for the 
forms of things which are hidden in caverns of the earth, or 
in the anatomy of animal frames, are evidently not int^ided 
by their Maker to bear the habitual gaze of man.* And, 

* This is an excellent aphorism ; snd 1 am proud of having so evly 
seen the danger of anatomical study, so oflen dwelt on in my later works.* 

[1880.] 

1 [The text of the Bphorism, in blaclt-letter in the 1880 edition, ia from " Bat I 
think 1 BD) ju8tifi«d . . . down to " the halntnal gaze of man."] 

* [See passages collected in the note in VoL IV. p. 16&, and General Index to 
this edition.] 
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again, by frequency I mean that limited and isolated frequency 
which is charactenstic of all perfection ; not mere multitude : 
as a rose is a common flower, but yet there are not so many 
roses on the tree as there are leaves. In this respect Nature 
is sparing of her highest, and lavish of her less, beauty ; but 
I c^l the flower as frequent as the leaf, because, each in its 
allotted quantity, where the one is, there will ordinarily be 
the other.' 

§ 4. The first so-called ornament, then, which I would 
attack is that Gre^ fret,' now, I believe, usually known by 
the Italian name Guilloche,' which is exactly a case in point. 
It so happens that in crystals of bismuth, formed by the 
unagitated cooling of the melted metal, there occurs a natural 
resemblance of it almost perfect But crystals* of bismuth 
not only are of unusual occurrence in every-day life, but their 
form is, as far as I know, unique among minerals; and not 
only unique, but only attainable by an artificial process, the 
metal itself never being foimd pure. I do not remember any 
other substance or arrangement which presents a resemblance 
to this Greek ornament; and I think that I may trust my 
remembrance as including most of the arrangements which 
occur in the outward forms of common and familiar things. 
On this groxmd, then, I allege that ornament to be ugly ; or, 
in the literal sense of the word, monstrous; diSer^it fivm 
anything which it is the nature of man to admire : and I 
think an uncarved fillet or plinth infinitely preferable to one 

> [Sm Modem Famtert, vol. iiL ch. xiv. § 41, where this section is referred to, 
and variout other pasuffes in Rualdn's books to • like purpose are " knit together."] 

* [Or "liej pattern ' ; of Egyptian origin, and supp<Med to be symbolical of the 
labyrinthine temple on Lake Moeris (see an article on " The Lost Soul of Fnttema " 
in Qood Word*, Sept. 1896 ; and for the use of the pattern on Greek vases (referred 
b) in Raskin's note on the next page), see E. T. Cook's Hawibook to the . . . Britith 
Mtueutn, 1903, p. 284). Raskin m litr* Ciavigera, Letter 33, explains its labyrintbine 
meaning. He once held it, he says, "in especial dislike as the chief means by which 
Iwd architects tried to makia their buildings look clusical," but it has "a deep mean- 
ing-, which I did not then know."] 

' [This is a mistake, as one at least of Ruakin's critics pointed out at the time : 
see 7m Builder, May 19, 1849. The ffuilioehe is the French (not Italian) name for the 
" cable" pettera, a pLuted design forming a series of circular loops : for its history, 
»ee J. H. Middleton s AtuHent Qsmt, p. IC] 

* [See above, ch. ii. § 27 n., p. 90.] 
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covered with this vile concatemition of strai^t lines : * unless 
indeed it be employed as a foil to a true ornament, which it 
may, periiaps, sometimes with advantage ; or excessively small, 
as it occurs on coins, the harshness of its arrangement bdng 
less poeeived. 

§ 5. Often in association with this horrible design we fiud, 
in Greek works, one which is as beautiful as this is painful — 
that ^g and dart moulding,^ whose perfection, in its place and 
way, has never been surpassed. And why is this? Simidy 
because the form of which it is chiefly composed is one not 
only familiar to us in the soft housing of the bird's nest, but 
happens to be that of nearly every pebble that rolls and 
murmurs under the surf of the sea, on all its endless shore. 
And that with a peculiar * accuracy ; for the mass which bears 
the li^t in this moulding is not in good Greek work, as in the 
frieze of the Ereehtheum, merely of the shape of an ^^. It 
is flattened on the upper surface, with a delicacy and keen 
sense of variety in the curve which it is impossible too highly 
to praise, attaining exactly that flattened, imperfect ov^ 
which, in nine cases out of ten, will be the form of the pebble 
lifted at random from the rolled beach. Leave out this flat- 
ness, and the moulding is vulgar instantly. It is singular also 
that the insertion of t^is rounded form in the hollowed recess 
has a. painted type in the plumage of the Argus pheasant,' the 
eyes of whose feathers are so shaded as exactly to represent an 
oval form placed in a hollow. 

§ 6. It wiU evidently follow, upon our application of this 
test of natural resemblance, that we shall at once conclude 

* All this is true ; but I had not enough observed Then I wrote, the vat 
of the Greek fret in contnat to curved fonm; u especi&lly on vmses, usd in 
the borders of drapery itself. The use of it large, as on the base of Sui- 
micheli'B otherwise very noble design of the Cssa Gnmani,* is always a sign of 
failing instinct for beauty. [1880.] 

> [For this pattern, see E. T. Cook's Handbook to the . . . Srititk Mwtunt, 1903, 

* [The MS. has " peculiar, and, I frieve to say, usually unfollowed, accuracr. J 

' [A f^nus of phesisnts, natives of Asia, of which one species {A. gigmUiu) is u 
large as a turkeyj 

* [For this palace, see Stone* qf Vmioe, vol. iii. ch, iL g 1.] 
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that all perfectly beautiful forms must be composed of curres ; 
since there is hardly any common natural form in which it is 
possible to discover a straight line. Nevertheless, Architec- 
ture, having necessarily to deal with straight lines essential 
to its purposes in many instances and to the expression of 
its power in others, must frequently be content with that 
measure of beauty which is consistent with such primal forms ; 
and we may presume that utmost measure of beauty to have 
been attained when the arrangements of such lines are con- 
sistent with the most frequent natural groupings of them we 
can discover, although, to find right lines in nature at all, we 
may be compelled to do violence to her finished woric, break 
through the sculptured and coloured surfaces of her crags, and 
examine the processes of their crystallisation. 

§ 7. I have just convicted the Greek fret of ugliness, 
because it has no precedent to allege for its arrangement 
except an artificial form of a rare metal Let us bring into 
court an ornament of the Lombard architects, Plate XII., 
fig. 7, as exclusively composed of right lines as the other, only, 
observe, with the noble element of shadow added. This 
OTnament, taken frt)m the front of the Cathedral of Pisa, is 
universal throughout the Lombard churches of Fisa, Lucca, 
Pistoja, and Florence ; and it wUl be a grave stain upon them 
if it cannot be defoided. Its first apology for itself, made in 
a hurry, sounds marvellously like the Greek one, and highly 
dubious. It says that its terminal contour is the very image 
of a carefully prepared artificial crystal of common salt.^ Salt 
being, however, a substance considerably more femilj^ir to us 
than bismuth, the chances are somewhat in favour of the 
accused Lombard ornament already. But it has more to say 
for itself, and more to the purpose; namely, that its main 
outline is one not only of natund crystallisation, but among 
the very first and commonest of crystalline forms, being the 
primal condition of the occurrence of the oxides of iron, 
copper, and tin, of the sulphurets of iron and lead, of fluor 
spar, etc. ; and that those projecting forms in its surface 

■ [QC aboTe, pp. 96 n., 14a] 
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represent the conditic«is of structure which effect the change 
into another relative and equally conunon crystalline form, 
the cube. This is quite enough. We may rest assiu%d it is 
as good a combination of such simple right lines as can be put 
together, and gracefully fitted for every place in which such 
lines are necessary. 

§ 8. The next ornament whose cause I would try is that 
of our Tudor work, the portcullis. Reticulation is common 
enough in natural form, and very beautiful ; but it is either of 
the most delicate and gauzy texture, or of variously sized 
meshes and undulating lines. There is no family relation 
between portcullis and cobwebs or beetles' wings ; something 
like it, perhaps, may be found in some kinds of crocodile 
armour and on the backs of the Northern divers, but always 
beautifully varied in size of mesh. There is a dignity in the 
ihing itself, if its size were exhibited, and the shade given 
through its bars ; but even these merits are taken away in the 
Tudor diminution of it, set on a solid surface. It has not a 
single syllable, I bdieve, to say in its defence. It is another 
monster, absolutely and immitigatedly &ight&L All that 
carving on Henry the Seventh's Chapel simply deforms the 
stones of it.' 

In the same clause with the portcullis, we may oondonn 
all heraldic decoration, so far as beauty is its object. Its 
pride and significance have their proper place, fitly occurring 
in prominent parts <^ the buUdmg. as over its gates; and 
allowably in places where its legendry may be plainly read, as 
in painted windows, bosses of ceilings, etc. And sometimes, 
of course, the forms which it presents may be beautiful, as of 
animals, or simple symbols like the fleur-de-lis ; but, for the 
most part, heraldic similitudes and arrangements are so pro- 
fessedly and pointedly unnatural, that it would be difficult to 
invent anything uglier; and the use of them as a repeated 

* True, again ; but » ver^ Bm»)l matter io compariBon with the main faults 
of Tudor architecture : and the difference between the rigid bars of the port- 
cullis and the flexible filaments of Bysantiae network ia not enough explained. 
[1880.] 
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decoration will utterly (destroy both the poWer and beauty of 
any building. Commoh sense and courtesy also forbid tiieir 
repetition. It is right to tell those who enter your doors that 
you are such a one, and of such a rank ; but to tell it to them 
again and again, wherever they turn, becomes soon impertin- 
ence, and at last foUy. Let. therefore, the entire bearings occur 
in few places, and tiiese not considered as an ornament, but as 
an inscription ; and for frequent appliance, let any single and 
&ir symbol be chosen out of them. Thus we may multiply 
as much as we choose the French or the Florentine lily, or 
the English rose ; ^ but we must not multiply a King's arms.* 
§ 9. It will also follow, from these considerations, that if 
any one part of heraldic decoration be worse than another, it 
is the motto ; since, of all things unlike nature, the fbtms of 
letters are, perhaps, the most so. Even graphic tellurium and 
felspar look, at their clearest, anything but le^ble. All 
letters are, therefore, to be considered as frightful things,* and 
to be raidured only upon one occa^on; that is to say, in 
places where the sense of the inscription is of more importance 
than external ornament. Inscriptions in churches, in rooms, 
and on pictujes, are often desirable, but they are not to be 
considered as architectural or pictorial ornaments: they are, 
on the contrary, obstinate oflFences to the eye, not to be 
suffered except when their intellectual office introduces them.' 

* This pangnph is wholly &1ae, and curiously so, for I had seeo and 
loved good henldle decoration in Italy before writing It; but let my deteata> 
Hon of our Hoaaea of Parliament carry me too far/ and without noticing 
where. Enough la said in praise of heraldry in my later books ' to atone for 
this piece of nonsense. [1880.] 

' [Ed. 1 reads : "the French flenr-de-lii, or the Florentine fr'glio bianco, or the 
EdkUui rwe."] 



^ TSm Modem Pmnten, voL v. pt iz. ch. vli. § 21 n., where this paiaagi 
fcrrad to and in part rarised. With what ii nid there and here about inic: 
on pietnrea, oontraat Rusldn's prwse of "Carpaccio's lOToly signatures" {SL 



<,§183>.l 
■ [The MS. 



MmVi 



reads ; " when their wisdonij appositeneis, and conciseness strongly 



plead for them."] 

« [See Vol, IV. p. 307 n.] 

* [See, for insUncw, The EagU't Nat, ch. x. (" The Heraldic Ordinaries ") ; The Lata* 
tfFi&alt, eh. ia ("Ilie Qm^ring of 8t George's Shield"); and Cases 1 and 2 in 
(WsityM ^0» Jtudmentafy SarfM.J 
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Place them, therefore, where th^ will be read, and there 
only ; and let them be plainly written, and not turned upside 
down, nor wrong end first. It is an ill sacrifice to beauty to 
make that illegible whose only merit is in its sense. Write it 
as you would speak it, simply ; and do not draw the eye to 
it when it would fain rest elsewhere, nor recommend your 
sentence by anything but a little openness of place and archi- 
tectural silence about it.^ Write the Commandmoits on the 
church walls where they may be plainly seen, but do not put 
a dash and a tail to every letter ; and remember that you are 
an architect, not a writing master.* 

§ 10. Inscriptions appear sometimes to be introduced for 
the sake of the scroll on which they are written ; and in late 
and modem painted glass, as well as in architecture, these 
scrolls are flourished and turned hither and thither as if they 
were ornamental Ribands occur frequently in arabesques, — 
in some of a high order, too, — tying up flowers, or flitting in 
and out among the fixed forms. Is there uiything like ribands 
in nature? It might be thou^t that grass and seaweed 
afforded apologetic types. They do not. There is a wide 
difference between their structure and that of a riband. They 
have a skeleton, an anatomy, a central rib, or fibre, or frame- 
work of some kind or another, which has a beginning and an 
end, a root and head, and whose make and strength affect 
evwy direction of their motion, and every line of their form. 
The loosest weed • that drifts and waves under the heaving of 
the sea, or hangs heavily on the brown and slippery shore, has 
a marked strength, structure, elasticity, gradation of substance ; 
its extremities are more findy fibred than its centre, its centre 

* All this ninth pkragraph is again extremeljr uid eztraordinarily wrong : 
and it ia curious to me, in reviewing the progresB of my own mind, to see tfaat 
while everybody thought me imaginstive and enthusiastic, my only fatal errors 
were in over-driving conditions of common sense! These two paragimphs 
about heraldry and writing might have been Mr. Cobden's mistakes — or Mr. 
JohnBright's. [1880.] 

' [The MS. sdds, "as it were, — as rou would not introduce a Mlemn advioa witb « 
flourish of trumpets, but with a panie. '] 
> [The MS, reads " dalse " for " weed."] 
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than its root : every fork of its ramiBcation is measured and 
proportioned; every wave of its languid lines is lovely. It 
has its allotted size, and place, and function ; it is a specific 
creature. What is ihere like this in a riband ? It has no 
structure : it is a succession of cut threads all ahke ; it has no 
skeleton, no make, no form, no size, no will of its own. You 
cut it and crush it into what you will. It has no strength, 
no languor. It cannot fall into a single graceful form. It 
cannot wave, in the true sense, but only flutter : it cannot 
bend, in the true sense, but only turn and be wrinkled. It is 
a vile thing ; it spoils aU that is near its wretched film of an 
existence.^ Never use it Let the flowers come loose if they 
cannot keep together witliout being tied ; leave the sentence 
unwritten k you cannot write it on a tablet or book, or plain 
roll of paper.* I know what authority there is against me. I 
remember the scrolls of Parugino's ai^gels, and the ribands of 
Raphael's arabesques and of Ghiberti's glorious bronze flowers : * 
no matter ; they are every one of them vices and ujj^esses. 
Raphad usually felt this, and used an honest and rational 
tablet, as in the Madonna di Foligno.* I do not say there is 
any type of such tablets in nature, but all the difference Ues 
in the &ct that the tablet is not considered as an ornament, 
and the riband, or flying scroll, is. The tablet, as in Albert 
DUrer's Adam and Eve,' is introduced for the sake of the 
writing, understood and allowed as an ugly hut necessary 
interruption. The scroll is extended as an ornamental form, 
which it is not, nor ever can be.* 

* I hiKl nerer, at this period, weo »nj of Suidro Botticelli's scroll vork : * 
but even in him, its use is part of the &Rectationa of his dty, — AffectAtioii 
itsdf becoming lovely in him, withont jastifying it in his neighboura. [lUSO.] 

' (The MS. reads: "It ie s vile thing, a contemptible and abominsble thing ; it 
qtoila all that is near ita innpid, wretched, Esded film of an existence."] 

* [The MS. add*, "which last has always an aNociative sablimity. I know what 
I am condemning. I remember . . ."] 

» [On the broma doors of the Baptistery at Florence : the " gates of Paradise," 
Michael Angelo called them.] 

' [In the Vatican GaUery, Rome : painted 1312.] 

[For a further account of the Ubiet in this engraving, see Slone$ qf Vmiet, voL iii. 
iii. % ALl 

* [BeantU'al nanples of It occur in "The Nativity" in the National Gallery, 
No. 1034.] 
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§ 11. But it will be said that all this want of organisation 
and form might be aiBrmed of drapery also, and that this 
latter is a noble subject of sculpture. By no means. When 
was drapery a subject of sculpture by itself, except in the form 
of a handkerdiief on urns in the seventeraith centiuy and in 
some of the baser scenic Italian decorations? Drapery, as 
such, is always ignoble ; it becomes a subject of interest only 
by the colours it bears, and the impressions which it receives 
firam some foreign form or force. All noble drapraies, either in 
painting or sculpture (colour and texture being at present out 
of our consideration), have, so &r as they are anything more 
than necessities, one of two great functions: they are the 
exponents of motion and of gravitation. They are the most 
valuable means of expressing past as well as present motion in 
the figure, and they are almost the only means of indicating 
to the eye the force of gravity which resists such motion. The 
Greeks used drapery in sculpture for the most part as an ugly 
necessity, but availed themselves of it gladly in all represen- 
tation of action, exaggerating the arrangements of it which 
express lightness in the material, and follow gesture in the 
person. The Christian Sculptors, caring little for the body, 
or disliking it, and depending exclusively on the countenance, 
received drapery at first contentedly as a veil, but sooti per- 
ceived a capaci^ of expression in it which the Greek had not 
seen or had despised. The principal element of this expression 
was the entire removal of agitation &om what was so pre- 
eminently capable of being agitated. It fell from their human 
forms plumb down, sweeping the ground heavily, and conceal- 
ing the feet ; while the Greek drapery was often blown away 
from the thigh. The thick and coarse stuffs of the monkish 
dresses, so absolutely opposed to the thin and gauzy web of 
antique material, suggested simplicity of division as well as 
weight of fall. Tliere was no crushing nor subdividing them. 
And thus tiie drapery gradually came to represent the spirit 
of repose as it before h^ of motion, c^K>$e saintly and severe. 
The wind had no power upon the gument, as the passion 
none upon the soul ; and the motion of the figure only besit 
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into a softer line the stillness of the falling veil,' followed bjr 
it like a slow cloud by drooping rain : only in links of lighter 
undulation it followed the dances of the angels. 

Thus treated, drapeiy is indeed noble ; but it is as an ex- 
ponent of other and higher things. As that of graritation, it 
has especial majesty, being litersJly the only means we hare of 
fully representing this mysterious natural force of earth (for 
falling water is less passive and less defined in its lines). So, 
again, in sails it is beautiful because it receives the fonns of 
solid curved sur&ce, and expresses the force of another in- 
visible elem^it. But drapery trusted to its own merits, and 
given for its own sake, — drapery like that of Carlo Dolci and 
the Caraccis, — is always base. 

§ 12. Closely connected with the abuse of scrolls and 
bands, is that of garlands and festoons of Sowers as an archi- 
tectiu^ decoration, for unnatural arrangements are just as 
ugly as unnatural forms ; and architecture, in borrowing the 
objects of Nature, is bound to place them, as far as may be in 
her power, in such associations as may befit and express their 
origin. She is not to imitate directly the natural arrange- 
ment; she is not to carve irregular stems of ivy up her 
colunms to account for the leaves at the top, but she is never- 
theless to place her most exuberant vegetable ornament just 
where Nature would have placed it, and to give some indica- 
tion of that radical and connected structure which Nature 
would have given it' Thus the Corinthian capital is beautiful, 
because it expands under the abacus just as Nature would 
have expanded it ; and because it looks as if the leaves had one 
root, though that root is unseen. And the flamboyant leaf 
mouldings are beautiful, because they nestle and run up the 
hollows, and fill the.angles, and clasp the shafts which natural 
leaves would have ddighted to fill and to clasp. They are no 
mere cast of natural leaves: tiiey are counted, orderly, and 
architectural : but they are naturally, and therefore beautifiillyi 
placed. 

> [Tbe MS. iwds : " RtiUneN of iti UL"] 

* ["it" occnn herein the MS. twd all Ma., but Mems not to be required.] 
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§ 18. Now I do not mean to say that Nature oevo: uses 
festoons ; she loves them, and uses them lavishly ; and 
though she does so only in those places of excessive luxuri- 
ance wherein it seems to me that architectural types should 
sddom be sought, yet a falling tendril or pendent bough 
might, if managed with freedom and grace, be well intro- 
duced into luximant decoration (or if not, it is not their want 
of beauty, but of architectural fitness, which incapacitates 
them for such uses). But what resemblance to such example 
can we trace in a mass of all manner of fruit and flowers, tied 
heavily into a long bunch, thickest in the middle, and pinned 
up by both ends against a dead wall ? For it is strange that 
the wildest and most fanciful of the builders of truly luxuriant 
architecture never ventured, so far as I know, even a pendent 
tendril ; while the severest masters of the revived Greek per- 
mitted this extraordinary piece of luscious ugliness to be 
fastened in the middle of their blank surfaces. So surely as 
this arrangement is adopted, the whole value of the flower- 
work is lost. Who among the crowds that gaze upon the 
building ever pause to admire the flowerwork of St Paul's ? 
It is as carei^l and as rich as it can be, yet it adds no deli^t- 
fiilness to the edifice. It is no part of it It is an ugly 
excrescence. We always conceive the building without it, 
and should be happier if our conception were not disturbed 
by its presence. It makes the rest of the architecture look 
poverty-stricken, instead of sublime; and yet it is never 
enjoyed itself. Had it been put, where it ought, into the 
capitals, it would have been beheld with never-ceasing ddig^L 
I do not mean that it could have been so in the present 
building, for sudi kind of architecture has no business with 
rich ornament in any place ; but that if those groups of 
flowers had been put into natural places in an edifice d 
another style, their value would have been felt as vividly as 
now their uselessness. What applies to festoons is still more 
sternly true of garlands. A garland is meant to be seen upon 
a head. There it is beautiful, because we suppose it newly 
gathered and joyfully worn. But it is not meant to be hung 
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upoD a wall. If you want a circular omunent, put a flat 
circle of coloured marble, as in the Casa Dario ^ and other such 
palaces at Venice ; or put a star, or a medallion, or if you 
want* a ring, put a solid one, but do not carve the images of 
garlands, looking as if tiiey had been used in the last pro- 
cession, and been hung up to dry and serve next time 
withered. Why not also carve pegs, and hats upon them ? 

§ 14. One of the worst enemies of modem Gothic archi- 
tecture, though seemingly an unimportant feature, is an 
excrescence, as offensive by its poverty as the garland by its 
profusion, the dripstone in the shape of the handle of a chest . 
of drawers, which is used over the square-headed windows 
of what we call Elizabethan buildings. In the last chapter, 
it will be remembered that the square form was shown to be 
that of pre-eminent Power,* and to be properly adapted and 
limited to the exhibition of space or surface. Hence, when 
the window is to be an exponent of power," as for instance 
in those by M. Angelo in the lower storey of the Palazzo 
Riccardi at Florence,* the square head is the most noble form 
they can assume ; but then either their space must be un- 
broken, and their associated mouldings the most severe, or 
else the square must be used as a final outline, and is chiefly 
to be associated with forms of tracery, in which the relative 
form of power, the circle, is predominant, as in Venetian, and 
Florentine, and Pisan Gothic. But if you break upon your 
terminal square, or if you cut its lines off at the top and 
turn them outwards, you have lost its unity and space.' It 
is an including form no longer, but an added, isolated line, 
and the ugliest possible. Look abroad into the landscape, 

■ [Sm Piste 1 ID Sttmet «/* Fcniof, 70L i.] 

* \St» above, p. 110.] 

* [For a DMBage on windom u expnesive of rarioiu feelings, see The Poetry qf 
Artkitteturtjl 180, VoL I. p. 137-] 

* rriie F»1k« itaelf, bi^a In 1430, for CcMlmo de' Medici, it from the design* of 
UicbMOMO. The window* of the rroand floor bjr Michael Angelo are curious u being 
the fitirt Bxample of a window-«iU supported by consoles, en inyention of that great 
anhitect.] 

' rnia MS. reads : "and turn out their toea, you have lost unity and power and 
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and see if you can discover uiy one so bent and firagmentaiy 
as that of this strange windlass - looking diipstone. You 
cannot. It is a monster. It unites every element of ugli- 
ness, its line is harshly broken in itself, and unconnected with 
every other ; it has no harmony either with structure or 
decoration, it has no architectural support, it hx^ glued to 
the wall, and the only pleasant property it has, is the appear- 
ance of some likelihood of its dropping off. 

I might proceed, but the task is a weary one, and I think 
I have named those false forms of decoration which are most 
dangerous in our modem architecture as b^ng legal and 
accepted. The barbarisms of individual fancy are as countless 
as they are contemptible ; they neither admit attack nor are 
worth it ; but these above named are countenanced, some by 
the practice of antiquity, all by high authority: they have 
depressed the [ffoudest, and contaminated the purest schools, 
and are so established in recent practice that I write rather for 
the barren satisfaction of bearing witness against them, than 
with hope of inducing any serious convictions to their 
prejudice. 

1 16. Thus &r of what is not ornament. What ornament 
is, will without difficulty be determined by the application of 
the same test. It must consist of such studious arrangements 
of form as are imitative or su^estive of those which are 
commonest among natural existences, that being of course 
the noblest ornament which represents the highest orders of 
existence. Imitated flowers are nobler than imitated stones ; 
imitated animals, than flowers ; imitated human form, of all 
animal forms the noblest. But all are combined in the richest 
ornamental work ; and the rock, the fountain, tiie flowing river 
with its pebbled bed, the sea, the clouds of Heaven, the 
herb of the field, the fruit-tree bearing fruit, the tareeping 
thing, the bird, the beast, the man, uid the angd, min^ile 
their fair forms on the bronze of Ghibertt' 

Everything being then ornamental that is imitative, I 

1 [Sm above, p. !«.] 
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would ask the reader's attention to a few general considera- 
tions, all that can here be offered relating to so vast a subject ; 
which, for convenience' sake, may be classed under the three 
heads of inquiry : — What is the right place for architectural 
ornament? What is the peculiar treatment of ornament 
which renders it architectural ? and what is the right use of 
colour as associated with architectural imitative form ? 

§ 16. What is the place for ornament ? Consider first that 
the characters of natural objects which the architect can re- 
present are few and abstract The greater part of those 
delights by which Nature recommends herself to man at all 
times, cannot be conveyed by him into his imitative work. 
He cannot make his grass green and cool and good to rest 
upon, which iji nature is its chief use to man ; nor can he make 
his flowers tender and full of colour and of scent, which in 
nature are their chief powers of giving joy. Those qualities 
which alone he can secure are certain severe characters of form, 
such as men only see in nature on deliberate examination, and 
by the fiill and set appliance of sight and thought: a man 
must lie down on the bank of grass on his breast and set him- 
sdf to watch and penetrate the intertwining of it, before he 
finds that which is good to be gathered by the architect. So 
then while Nature is at all times pleasant to us, and while the 
sight and sense of her work may mingle happily with all our 
tiioughts, and labours, and times of existence, that image of 
her which the architect carries away represents what we can 
only percedve in her by direct intellectual exertion, and de- 
mands from us, wherever it appears, an intellectual exertion of 
a similar kind in order to understand it and feel it. It is the 
written or sealed impression of a thing sought out, it is the 
shaped result of inquiry and bodily expression of thought. 

§ 17. Now let us consider for an instant what would be the 
effect of continually repeating an expression of a beautiful 
thought to any other of the senses at times when the mind 
could not address that sense to the understanding of it. Sup- 
pose that in times of serious occupation of stem business, a 
companion should repeat in our ears continually some &yourite 
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passage of poetry, over and over again all day long. We 
should not only soon be utterly sick and weary of the sound 
of it, but that sound would at the end of the day have so sunk 
into the habit of the ear that the entire meaning of the passage 
would be dead to us, and it would ever thoic^orward require 
some effort to fix and recover it. The music of it would not 
meanwhile have aided the business in band, while its own 
delightftilness woidd thenceforward be in a measure destroyed. 
It is the same with every other form of definite thought. If 
you violently present its expression to the senses, at times 
when the mind is otherwise engaged, that expression will be 
ineffective; at the time, and will have its sharpness and clearness 
destroyed for ever. Much more if you present it to the mind 
at times when it is painfully affected or disturbed, or if you 
associate the expression of pleasant thought with incongruous 
circumstances, you will affect that expression thenceforward 
with a punfiil colour for ev«-.^ 

§ 18. Apply this to expressions of thought received by 
the eye. Remember that the eye is at your mercy more than 
the ear. " The eye, it cannot choose but see." * Its nerve is 
not so easily numbed as that of the ear, and it is often busied 
in tracing and watching forms when the ear is at rest Now 
if you present lovely forms to it when it cannot call the mind to 
help it in its work, and among objects of vulgar use and unhappy 
position, you will neither please the eye nor elevate the vulvar 
object. But you will fill and weary tiie eye with the beautifiil 
form, and you will infect that form itself with the vulgarity of 
the thing to which you have violently attached it. It will 
never be of much use to you any more ; you have killed, or 
defiled it ; its freshness and purity are gon& You will have 
to pass it through the fire of much thought before you will 
cleanse it, and warm it with much love before it will revive. 

§ 19. Hence then a general law, of singular importance in 
the present day, a law of simple common sense, — not to 

[With tbe argument in g 17, compare tbe tetter to TA« ArtUt and Amu^ur't 

urine, Vol. III. p. 6A1.] 

[Wordsworth : £rpo«tuAiMon and Btply.l 
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decorate things belonging to purposes of active and occupied 
life.^ Wherever you can rest, there decorate; where rest is 
forbidden, so is beauty. You must not mix ornament with 
business, any more thui you may mix play. Work first, and 
then rest. Work first, and then gaze, but do not use golden 
ploughshares, nor bind ledgers in enamcL Do not thrash with 
sculptured flaUs : * nor put bas-reliefs on millstones. What 1 
it will be asked, are we in the habit of doing so ? Even so ; 
always and everywhere. The most familiar position of Greek 
mouldings is in these days on shop fronts. There is not a 
tradesman's sign nor shelf nor counter in all the streets of all 
our cities, which has not upon it ornaments which were in- 
vented to adorn temples and beautify kings' palaces. There is 
not the smallest advantage in them where they are. Ab- 
solutely valueless — utterly without the power of jiving 
pleasure, they only satiate the eye, and vidgarise their own 
forms. Many of these are in themselves Uioroughly good 
copies of fine things, which things themselves we shall never, 
in consequence, enjoy any more. Many a pretty beading and 
graceftil bracket there is in wood or stucco above our grocers' 
and cheesemongers' and hosiers' shops : how is it that the 
tradesmen cannot understand that custom is to be had only 
by selling good tea and cheese and cloth, and that people 
come to them for their honesty, and their readiness, and their 
ri^t wares, and not because they have Greek cornices ovct 
their windows, or their names in large gUt letters on their 
house fronts? How pleasurable it woiild be to have the 
power of going throu^ the streets of London, pulling down 

* "Nor fight with jewelled awords" should h«ve been added. The 
principle Is putist snd doubtful, however. One of the most beautiful bits of 
ironwork I ever saw was an apothecaiy's pestle and mortar (of the fourteenth 
century) at Messina : ' and a day may come when we shall wisely decorate the 
stilt of the plough. The error, however, — observe, — is again on the side of 
common sense! See 4lBt and 44tfa notes. [1880; now notes* on pp. 
148, 159.] 

' [Here, again, Ruskin is dareloping ideiB which he Iisd already expreawd in The 
Foetrv <^ AntdUOare (S 64) : see Vol. tv. £6.] 

* [Rnikin was in Sidly in 1S74. lie apotliecariss' jan, to be met with in old 
cnriontj ihopi in some of the Sicilian towns, are also of coniidenble artistic merit] 
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those brackets and friezes and large names, restorin^f to the 
tradesmen the capital they had spent in architecture, and 
putting them on honest and equal terms, each with his name 
in black letters over his door, not shouted down the street 
from the upper storeys, and each with a plain wooden shop 
casement, with small panes in it that people would not think 
of breaking in order to be sent to prison I How much better 
for them would it be — how much happier, how much wiser, to 
put their trust upcm their own truth and industry, and not 
on the idiocy of their customers. It is curious, and it says 
little for our national probity on the one hand, or prudence on 
the other, to see the whole system of our street decoration 
based on the idea that people must be baited to a shop as 
moths are to a candle. 

§ 20, But it will be said that much of the best wooden 
decoration of the middle ages was in shop fronts. No ; it was 
in house fronts, of which the shop was a part, and received its 
natural and consistent portion of the ornament. In those days 
men lived, and intended to live, by their shops, and over them, 
all their days. They were contented with them and happy 
in them : they were their palaces and castles. They gave 
them therefore such decoration as made themselves happy in 
their own habitation, and they gave it for their own sake. 
The upper storeys were always the richest, and the shop was 
decorated chiefly about the door, which belonged to the house 
more than to it. And when our tradesmen settle to their 
shops in the same way, and form no plans respecting future 
villa architecture, let their whole houses be decorated, and 
their shops too, but with a national and domestic decoration. 
(I shall speak more of this point in the sixth chapter.^) How- 
ever, our cities are for the most part too large to admit of 
contented dwdling in them throughout life ; and I do not say 
there is harm in our present system of separating the shop 
from the dwelling-house; only where they are so separated, 
let us remember that the only reason for shop decoration is 
removed, and see that the decoration be removed alsa 

> [See below, pp. 22$-22d.] 
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§ 21. Another of the strange and evil tendencies of the 
present day is to the decoration of the raihxiad station.* 
Now, if there be any place in the world in which people are 
deprived of that portion of temper and discretion which is 
necessary to the contiemplation of beauty, it is there. It is 
the very temple of discomfort, and the only charity that the 
builder can extend to us is to show us, plainly as may be, how 
soonest to escape from it. The whole sy^m of railroad 
travelling is addressed to people who, being in a hurry, are 
therefore, for the time being, miserable.^ No one would travel 
in that manner who could help it — ^who had time to go 
leisurely over hills and between hedges, instead of through 
tunnels and between banks : at least, those who would, have 
no sense of beauty so acute as that we need consult it at the 
station. The railroad is in all its relations a matter of earnest 
business, to be got through as soon as possible. It transmutes 
a man &om a traveller into a living parceL For the time he 
has parted with the nobler characteristics of his humanity for 
the sake of a planetary power of locomotion. Do not ask him 
to admire anything. You might as well ask the wind. Carry 
him safely, dismiss him soon : he will thank you for nothing 
else. All attempts to please him in any other way are mere 
mockery, and insults to the things by which you endeavour to 
do so. There never was more flagmit nor impertinent folly 
than the smallest portion of ornament in anything concerned 
with railroads or near them. Keep them out of the way, take 
them through the ugliest country you can find, confess them 
the miserable things they are, and spend nothing upcoi them 
but for safety and speed. Give large salaries to efficient 
servants, laige prices to good manufacturers, large wages to 

* Common teiue still I — and, this time, indisputable. Well had it heen, 
for Duuny a compaDT, and manj a traveller, had this 12lBt page ' of the Sevat 
Lampi been taken ior a railway signal. [1680.] 

* {For ■ contnry opinion on this point see George BlicC* Life, 188A, toL iiL 
p. lA. "Raskin wai never more mistaken," she writes, "than in aseeiting that 
ample have no spare time to observe anything^ in Buch places." To which criticism, 
lie woidd have replied that, if the railway service were perfect, there would be no 
sack time to spare. J 

* [In the edition of 18S0.] 
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able workmen ; let the iron be tough, and the brickwoHc solid, 
and the carriages strong. The time is perhaps not distant 
when these first necessities may not be easily met: and to 
increase expense in any other direction is madness. Better 
buiy gold in the embankments, than put it in (nnsments on 
the stations. Wm a single traveller be willing to pay an in- 
creased fare on the South Western, because the columns of 
the terminus are covered with patterns from Nineveh? — be 
will only care less for the Ninevite ivories in the British 
Museum: or on the North Western, because there are old 
English-looking spandrels to the roof of the station at 
Crewe ? — he will only have less pleasure in their prototypes 
at Crewe House. Railroad architecture has, or would lutve, 
a dignity of its own if it wctc only left to its work. You 
would not put rings on the fingers of a smith at his anviL^ 

§ 22. It is not however only in these marked situations 
that the abuse of which I speak t^es place. There is hardly, 
at present, an application of ornamental work, which is not in 
some sort liable to blame of the same kind. We have a bad 
habit of trying to disguise disagreeable necessities by some 
form of sudden decoration, which is, in all other places, associ- 
ated with such necessities. I will name only one instance, 
that to which I have alluded before— the roses which conceal 
the ventilators in the flat roo& of our chapels. Many of those 
roses 9re of very beautiful design, borrowed from fine woriu : 
all their grace and finish are invisible when they are so placed, 
but their gaieral form is afterwards associated with the ugly 
buildings in which they ccmstantly occur ; and all the beautiful 
roses of the early French and English Gothic, especially sudi 
elaborate ones as those of the triforium of Coutances, are in 
consequence deprived of their pleasurable influence : and this 
without omr having accomplished the smallest good by the use 
we have made of the dishonoured form. Not a single person 
in the congregation ever receives one ray of pleasure from 

' [See, for limilar iadE'.eiice od the lueleeeneM of nilroad " architecture," Jfiown 
Paherit, § 128; Time and Tide, § S3; and the letters on "Oar Railnj Sjitem" 
<186fi), and " Railway Safety " (1870), repriuted in Amut nfthe Chaet.] 
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those roof roses ; they are regarded with mere indifference, or 
lost in the general impression of harsh emptiness. 

§ 28. Must not beauty, then, it will be asked, be sought 
for in the forms which we associate with our every-day life ? 
Yes, if you do it consistently, and in places where it can be 
calmly seen ; but not if you use the beautiM form only as a 
mask and covering of the proper conditions and uses of things, 
nor if you thrust it into the places set apart for tolL Put it 
in the drawing-room, not into the workshop ; put it upon 
domestic fiimiture, not upon tools of handicraft. All men 
have sense of what is right in this matter, if they would only 
use and apply that sense ; every mui knows where and how 
beauty gives him pleasure, if he would only ask for it when it 
does so, and not allow it to be forced upon him when he does 
not want it. Ask any one of the passengers over London 
Bridge at this instant whether he cares about the forms of the 
bronze leaves on its lamps, and he will tell you, No. Modify 
these forms of leaves to a less scale, and put them on his milk- 
jug at breakfast, and ask him whether he Ukes them, and he 
wlQ tell you. Yes. People have no need of teaching if they 
could only think and speak truth, and ask for what they like 
and want, and for notlung else : nor can a right disposition of 
beauty be ever arrived at except by this common sense, and 
allowance for the circumstances of the time and place. It 
does not follow, because bronze leafage is in bad taste on the 
lamps of London Bridge, that it would be so on those of the 
Ponte della Trinitk ; ' nor, because it would be a folly to 
decorate the house fronts of Gracechurch Street, that it would 
be equally so to adorn those of some quiet provincial town. 
The question of greatest external or internal decoration de- 
pends entirely on the conditions of probable repose. It was 
a wise feeling which made the streets of Venice so rich in 
external ornament, for there is no couch of rest like the 
gondola. So, again, there is no subject of street ornament so 
wisely chosen as the fountain, where it is a fountain of use ; 

I [At Florence.] 
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for it is just there that perhaps the ht^piest pause takes place 
in the labour of the day, when the pitcher is rested on the 
edge of it, and the bret^ of the bearer is drawn deeply, and 
the hair swept from the forehead, and the uprightness of the 
form dechned against the marble ledge, and the sound of the 
kind word or light lau^ mixes with the trickle of the Sailing 
water, heard shriller and shriller as the pitcher fills. What 
pause is so sweet as that — so full of the d^th^ of andeiit 
days, so softened with the calm of pastoral solitude ? 

§ 24. II. Thus far, then, of the place for beauty. We 
were next to inquire into the characters which fitted it 
peculiarly for architectural appliance, and into the principles of 
choice and of arrangement * which best r^ulate the imitation 
of natural forms in which it consists. The full answering c^ 
these questions would be a treatise on the art of design : * I in- 
tend only to say a few words respecting the two ccmditions of 
that art which are essentially architectural, — Proportion and 
Abstracti(Mi. Neither of these qualities is necessary, to the 
same extent, in other fields of design. The sense of proportion 
is, by the landscape punter, frequently sacrificed to character 
and accident ; the power of abstraction to that of complete 
realization. The flowers of his foreground must often be un- 
measured in their quantity, loose in their arrangement : what 
is calculated, either in quantity or disposition, must be artfully 
concealed. That calculation is by the architect to be promi- 
nently exhibited. So the abstraction of few characteristics out 
of many, is shown only in the painter's dcetch ; in his finished 
work it is concealed or lost in completion. Architecture, on 
the contrary, delights in Abstraction and fears to complete her 
forms. Proportion and Abstraction, then, are the two especial 
marks of architectural design as distinguished from all other. 
Sculpture must have them in inferior degrees ; leaning, on the 
one hand, to an architectural manner, when it is usiudly greatest 

* Choice, and srrangeinent ; — the "dominion" of the 17th Aphorism. 
See above, note S5. [1880: note * od p. 138 of tht§ edition.] 

1 [The MS. has "Btillneaa" for "depth."] 
* [See The Twi Ptttlu, Lecture iii.] 
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(becoming, indeed, a put of Architecture), and, on the otha-, 
to a pictorial manner, when it is apt to lose its dignity, and 
sink into mere ingenious earring. 

§ 2$. Now, of Proportion so much has been written, that 
I believe the only facts which are of practical use have been 
overwhelmed and kept out of sight by vun accumulations of 
particular instances and estimates. Proportions are as infinite 
(and that in all kinds of things, as severally in colours, lines. 
shades, lights, and forms) as possible airs in music : and it is 
just as rational an attempt to teach a young architect how to 
proportion truly and well by calculating for him the propor- 
tions of fine works, as it would be to teach him to compose 
melodies by calculating the mathematical rdations of the notes 
in Beethoven's " Adebude " or Mozart's " Requiem." The man 
who has eye and intellect will invoit beautiful proportions, and 
cannot help it ; but he can no more tell us how to do it than 
Wordsworth could teU us how to write a sonnet, or than Scott 
could have told us how to plan a romance. But there are <Hie 
or two general laws which can be told : they are of no use, in- 
deed, except as preventives of gross mistakes, but they are so 
far worth telling and remembering ; and the more so because, 
in the discussion of the subtle laws of Proportion (which 
will never be either numbered or known), architects are 
perpetually forgetting and truisgressing the very simplest of 
its necessities. 

§ 26. Of which Uie first is, that wherever Proportion 
exists at all, one member of the composition must be either 
larger than, or in some way supreme over, the rest There 
is no proportion between equal things. They can have 
symmetry only, and symmetry without propcntion is not com- 
position. It is necessary to perfect beauty, but it is the least 
necessary of its dements, nor of course is there any difficulty 
in obtaining it. Any succession of equal things is agreeable ; 
but to compose is to arrange unequal things, and the first 
thing to be done in beginning a composition is to determine 
which is to be the principal thing. I bdieve that all that has 
been written and taught about proportion, put together, is not 
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to the architect worth the single rule, well enforced, " Have 
one large thing and several smaller things, or one piincip^ 
thing and several inferior things, and bind them well to- 
gether." Sometimes there may be a regular gradation, as 
between the heights of storeys in good designs for houses; 
sometimes a monarch with a lowly train, as in the spire with 
its pinnacles: the varieties of arrangement are infinite, but 
the law is universal — have one thing above the rest, either by 
size, or office, or interest. Don't put the pinnacles without 
the spire. What a host of ugly church towers have we in 
England, with pinnacles at tixe comers, and none in the 
middle I How many buildings like Ring's College Chapel «t 
Cambridge,* looking like tables upwde down, with their four legs 
. in the air 1 What I it will be said, have not beasts four legs ? 
Yes, but 1^ of diiferent shapes, and with a head betweai 
them. So they hare a pair of ears : and perhaps a pair of 
horns: but not at both ends. Knock down a couple of 
pinnacles at either end in King's College Chapel, and you will 
have a kind of proportion instantly. So in a cathedral you 
may have one tower in the centre, and two at the west end ; 
or two at the west end only, though a worse arrangement : 
but you must not have two at the west and two at the east 
end, unless you hare some central member to connect them; 
and even then, buildings are generally bad which have large 
balancing features at the extremities, and small connecting 
ones in the centre, because it is not easy then to make the 
centre dominant. The bird or moth may indeed have wide 
wings, because the size of the wing does not give suprenoacy 
to the wing. The head and life are the mighty things, and 
the plumes, however wide, are subordinate. In fine west 
fronts with a pediment and two towers, the centre is always 
the principal mass, both in bulk and interest (as having the main 
gateway), and the towers are subordinated to it, as an animal's 
horns are to its head. The moment the towers rise so high 
as to overpower the body and centre, and become themselves 

' [Sm above, p. 63 n.] 
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the principal masses, they will destroy the proportion, unless 
they are made unequal, and one of them the leading feature 
of the cathedral, as at Antwerp and Strasburg. But the 
purer method is to keep them down in due relation to the 
centre, and to throw up the pediment into a steep connecting 
mass, drawing the eye to it by rich tracery. This is nobly 
done in St. Wulfran > of Abbeville, and attempted ptutly at 
Rouen, though that west &ont is made up of so many un- 
finished and supervening designs that it is impossible to guess 
the real intention of any one of its builders. 

§ 27. This rule of supremacy applies to the smallest as 
well as to leading fixtures; it is interestingly seen in the 
arrangement of all good mouldings. I have given one, on the 
opposite page, from Rouen Cathedral; that of the tracery 
before distinguished as a type of the noblest mann^ of 
Northern Gothic (Chap. II. § 28). It is a tracery of three 
orders, of which the first is divided into a leaf moulding, 
fig. 4 and b in the section, and a plmn roll, also seen in 
fig. 4, c in the section ; these two divisions sxuround the entire 
window or panelling, and are carried by two-face shafts of 
corresponding sections. The second and third orders are 
plain rolls following the line of the tracery ; four divisions of 
moulding in all : of these four, the leaf moulding is, as seen 
in the sections, much the lai^est; next to it the outer roll; 
then, by an exquisite alternation, the inn^most roll («), in 
order that it may not be lost in the recess, and the inter- 
mediate (d), the smallest. Each roll has its own shaft and 
capital; and the two smaller, which in effect upon the eye, 
owing to the retirement of the innermost, are nearly equal, 
have smaller capitals than the two larger, lifted a little to 
bring them to the same leveL The wall in the trefoiled lights 
is curved, as from e to J" in the section ; but in the quatrefoil 
it is flat, only thrown back to the full depth of the recess 
below so as to get a sharp shadow instead of a soft one, the 
mouldings falling back to it in nearly a vertical curve behind 

> [For Raikin'i aSMtion tor thig church, we PntttrUa, 1. ch. iz. g§ 170, ISl.] 
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the roll e. This could not, however, be managed with tiie 
simpler mouldings of the smaller quatrefoil above, whose half 
section is given &om ^ to ^, ; but the architect was evidently 
fretted by the heavy look of its circular foils as opposed to 
the lig^t spring of the arches below: so he threw its cusps 
oNiquely clear horn tiie wall, as seen in fig. 2, attached to it 
^ere they meet the circle, but with their finials pushed out 
fit>m their natural level {k, in the section) to that of the first 
order (^,), and supported by stone props behind, as seen in the 
profile, fig. 2, which I got from the correspondent panel on the 
buttress &ce (fig. 1 being tm its side), and of which the lower 
cusps, being broken away, show the remnant of one of thdr 
props projecting from the wall. The oblique curve thus 
obtmned in the profile is of singular grace. Take it all in all, 
I have never met witJi a more exquisite piece of varied, yet 
severe, proportion and general arrangement (though all the 
windows of the period are fine, and especially deUghtfril in the 
subordinate proportioning of the smaller capitals to the smaller 
riiafts). The only fault it has is the inevitable misarrange- 
ment of the central shafts ; for the enlargement of the inner 
roll, though beautiful in the group of four divisions at the side, 
causes, in the triple central sh^ the very awkwardness of 
heavy lateral members which has just been in most instam^es 
condemned. Zn the windows of the choir, and in most of 
the period, this difficulty is avoided by making the fourth 
c»^er a fillet which only follows the foliation, while the three 
outermost are nearly in arithmetical pn^ression of aze, and 
the central triple shaft has of course the l»;gest roll in frt>nt. 
The moulding of the Palaazo Foscari^ (Plate VIIL, and Plate 
IV., fig. 8) is, for so simple a group, the grandest in effect I 
have ever seen; it is composed of a lu'ge roll with two 
subordinates. 

§ 28. It is of course impossible to enter into detuls of 
instances belonging to so intricate a division of our subject, 
in the compass of a general essay. I can but rapidly name 

■ [8m above, pp. 94, 132.] 
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the chief conditions of right Another of these is the connec- 
tion of Symmetry with horizontal, and of Proportion with 
vertical, division. Evidently there is in sjnmmetry a sense not 
merely of equality, but of balance : now a thing cannot be 
balanced by another on the top of it, though it may by <me 
at the side of it. Hence, while it is not oaly allowable, but 
often necessary, to divide buildings, or parts of them, hori- 
zontally into halves, thirds, or other equal parts, all vertical 
divisions of this kind are utterly wrong ; worst into half, next 
"Worst in the r^pjlar numbers which more betray the equality. 
I should have thought this almost the first principle of jffo- 
portion which a young architect was taught: and yet I re- 
memb^ an important building, recently erected in England, 
in which the columns are cut ia half by the projecting archi- 
traves of the central windows ; and it is quite usual to see 
the spires of modem Gothic churches divided by a band of 
ornament half way up. In all fine spires there are two bands 
and three parts, as at Salisbury. The ornamented portion of 
the tower is there cut in half, and allowably, because the spire 
forms the third mass to which the other two are subordinate : 
two storeys are also equal in Giotto's campanile, but dominant 
over smaller divisions below, and subor^nated to the noble 
tiiird above. Even this arrangement is difficult to treat ; and 
it is usually safer to increase or diminish the height of the 
divisions r^ularly as they rise, as in the Doge's Palace, whose 
three divisions are in a bold geometrical progression; or, in 
towers, to get an alternate proportion between the body, the 
belfry, and the crown, as in the campanile of St Mark's.^ 
But, at all events, get rid of equality ; leave that to children 
and their card houses : the laws of nature and the reason of 
man are alike against it in arts, as in politics.* There is but 
one thoroughly ugly tower in Italy that I know of, and that 

' t8M the plate of it in Stonet ^ Venice, vol. j. (No. «).] 

* [" If there ia may one {toint insisted on thronghont my works more freqaoitlf 
than another, that one p<Hnt,'' says RoBkin, "ia the imposnbilitf of eqnalitr' {Uttto 
lU* lAut, § M.). " Talk of eqnali^ " is " atopefaction and fog in the bnuns '' (Mvmra 
Puhxri*, % 121). See also tW and Tide, g§ 169 itq., " Of Necessar}' Submbsiffn to 
Antbority," end ef. ibid., % 141 ; Fort Oavigera, Letter 9fi ; and Stottet tf Venict, vol. 
Ui. ch. ir. § S.] 
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is so because it is divided into vertical equal parts : * — the 
tower of Pisa.^ 

§ 29. One more principle of Proportion I have to name, 
equally simple, equally n^lected. Froporti(Hi is between 
three terms at least. Hence, as the pinnacles are not enough 
without the spire, so neither the spire without the pinnacles. 
All men feel this, and usually express their feeling by saying 
that the pinnacles conceal the junction of the spire and tower. 
This is one reason; but a more influential one is, that the 
pinnacles furnish the third term to the spire and tower. So 
that it is not enough, in order to secure proportion, to divide 
a building xmequally; it must be divided into at least three 
parts ; it may be into more (and in details with advantage), 
but on a large scale I And three is about the best number of 
parts in elevation, and Ave in horizontal extent, with freedom 
of increase to Ave in the one case and seven in the other ; but 
not to more without confusion {in architecture, that is to say ; 
for in organic structure the numbers cannot be limited). I 
purpose, in the course of works which are in preparation,* to 
give copious illustrations of this subject, but I will take at 
present only one instance of votical proportion, from the 
flower stem of the common water plantain, AUsitia Pbintago. 
Fig. 5, Plate XII., is a reduced profile of one side of a plant 
gathered at random ; it is seen to have five masts, of which, 
however, the uppermost is a mere shoot, and we can consider 
only their relations up to the fourth. Their lengths are 

* Not absolutely so. There sre variations partly accidental (or at least 
compelled by the architect's effort to recover the vertical) betveea the sides 
of the stonea ; and the upper and lower storey are taller than the rest 
There is however an apparent equally in five out of the eight tiers,* 

p. 432.1 
i« MS. says: "in the parts of Modem Painter* wfaloh are in preparation." 
\odem Painter; voL iil ch. ziv., where AHetaa Plantago is again instaneed (^ 23) 
and illustrated (Fi^. 3, Plate 8). Ruskiu's diary of 1847 (nnder date, LeamiDgfton, 
Aug. 9), shows him studviug this water plant, with careful measumnente and 
drawings. He refers to nis "special acquaintance" with it in his letter to the 
Timet of May 13, 1851, on the Pre-RaphHelitea {Amnet qf the Chaee, 1880, voL i. 
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measured on the line A B, which is the actual length of the 
lowest mast a b, A C^b c, A. Ti^c d, and A E « </ £. If 
the reader will take the trouble to measure these lengths and 
compare them he will find that, within half a line, the upper- 
most, A E = ^ of A D, A D = I of A C, and A C = J of A B ; 
a most subtle diminishing proportion. From each of the 
joints spring three major and three minor branches, each 
between each; but the major branches, at any joint, are 
placed over the minor branches at the joint b^ow, by the 
curious arrangement of the joint itself — the stem is bluntly 
triangular ; fig. 6 shows the section of any joint The outer 
darkened triangle is the section of the lower stem ; the inner, 
left light, of the upper stem ; and the three main branches 
spring fix>m the hedges left by the recession. Thus the 
stems diminish in diiuneter just as they diminish in height. 
The main branches (falsely placed in the profile over each 
other to show their relations) have respectively seven, six, 
five, four, and three arm-bones, like the masts of the 
stem ; these divisions being proportioned in the same subtle 
manner. From tiie joints of these, it seems to be the 
plan of the plant that three major and three minor branches 
should again spring, bearing the flowers : but, in these in- 
finitely complicated members, v^etative nature admits much 
variety ; in the plant from which these 'measures were 
taken, the fiill complement appeared only at one of the 
secondary joints. 

The leaf of this plant has five ribs on each side, as its 
flower g^erally five masts, arranged with the most exquisite 
grace of curve ; but of lateral proportion I shall rather take 
illustrations from architecture: the reader will find several 
in the accounts of the Duomo of Fisa and St. Mark's at 
Venice, in Chap. V. ^ 14-16. I g^ve these arrangements 
merely as illustrations, not as precedents; all beautiful pro- 
portions are unique, th^ are not general formulse. 

§ 80. The other condition of architectural treatment which 
we proposed to notice was the abstraction of imitated form. 
But there is a peculiar difficulty in touching within these 
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narrow limits on such a subject as this, because the abstrac- 
tion of which we find examples in existing art, is partly 
inroluntary ; and it is a matter of much nicety to detennine 
where it begins to be purposed. In the progress f>f national as 
welt as of individual mind, the first attempts at imitation are 
always abstract and incomplete. Greater completion marks 
the progress of art, absolute completion usually its decline; 
whence absolute completion of imitative form is often sup- 
posed to be in itself wrong. But it is not wrong always, only 
duigerous. Let us endeavour briefly to ascertun wherein its 
danger consists, and wherein its dignity. 

§ 81. I have said that all art is abstract in its b^innings ; 
tliat is to say, it expresses only a small number of the qualities 
of the thing represented. Curved and complex Unes are re- 
presented by straight and simple ones ; interior maildi^ of 
forms are few, and much is symboHcal and conventicHiaL 
There is a resemblance between ^e work of a great nation, in 
this phase, and the work of childhood and ignorance, which, 
in the mind of a careless observer, might attach something 
like ridicule to it The form of a tree on the Ninevite sculp- 
tures is much like that which, some twenty years ago, was 
familiar upon samplers ; and the types of the &ce and figure 
in early Italian art are susceptible of easy caricature. On the 
signs which separate the infancy of magnificent manhood 
bom every other, I do not pause to insist (they consist en- 
tirely in the choice of the symbol and of the features ab- 
stracted) ; but I pass to the next stage of art, a condition of 
strength in which the abstractiMi which was b^un in incapa- 
bility is continued in &ee will. This is the case, however, in 
pure sculpture and punting, as well as in architecture; and 
we have nothing to do but with that greater severity of 
manner which fits either to be associated with the more realist 
art. I believe it properly consists only in a due expression of 
their subordination, an expression varying accordii^ to their 
place and office. The question is first to be clearly determined 
whether the architecture is a frame for the sculpture, or the 
sculpture an ornament of the architecture. If the latter, then 
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the first office of that sculpture is not to r^resent the things 
it imitates, but to gather out of them those arrangements of 
form which shall be pleasing to the eye in their intended 
places. So soon as agreeable lines and points of shade have 
been added to the mouldings which were meagre, or to the 
lights which were unrelieved, the architectural work of the 
imitation is accomplished ; and how far it ^all be wrought 
towards completeness or not, will depend upon its place, and 
upon other various circumstances. If, in its particular use or 
position, it is symmetrically arranged, there is, of course, an 
instant indication of architectural subjection. But symmetry 
is not abstraction. Leaves may be carved in the aphoruii 
most regular order, and yet be meanly imitative; 21. 
or, on the other hand, Uiey may be thrown wild ^pnmttTy u 
and loose, and yet be highly architectural in their 'u>tab*irae- 
separate treatment.* Nothing can be less sym- 
metrical than the group of leaves which joins the two columns 
in Plate XIII. ; yet, since nothing of the leaf character is 
given but what is necessary for ^e bare suggestion of its 
image and the attainment of the lines desired, ^eir treatment 
is hij^y abstract It shows that the workman only wanted 
so mach of the leaf as he supposed good for his architecture, 
and would allow no more ; and how much is to be supposed 
good, depends, as I have said, much more on place and circum- 
stance than on gener^ laws.' I know that this is not usually 
thought, and that many good architects would insist on ab- 
straction in all cases : the question is so wide and so difficult 
that I express my opinion upon it most diffidently ; but my 
own £eelLng is, that a purely abstract manner, like that of our 
earliest English woric, does not afford room for the perfection 
of beautiiiil form, and that its severi^ is wearisome after the 
eye has been long accustomed to it. I have not done justice 

* This abort Aphorism is one of the most important in the book. [1880.] 

' [The text of the aphorism, in bhM;k-letter in the 1880 edition, is from "Bat 
tfmmttxj is not . . ." down to "sepente treetment"} 

* [The MS. inserts : "Ko omsment should be finished th«t is too hr from the 
•ye to permit its fruit to be teen."] 
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to the Salisbury dog-tooth moulding^ of which the effect is 
sketched in fig. 5, Plate X., but I have done more justice 
to it nevertheless than to the beautiful French one above it ; 
and I do not think that any candid reader would deny that, 
piquant and spirited as is that from Salisbury, the Rouen 
moulding is, in every respect, nobler. It will be observed 
that its symmetry is more complicated, the leafage hang 
divided into double groups of two lobes each, each lobe of 
different structure. With exquisite feeling, one of these 
double groups is alternately omitted on the other side of the 
moulding (not seen in the Plate, but occupying the cavetto of 
the section), thus giving a playful lightness to the whole ; and 
if the reader will allow for a beauty in the flow of the curved 
outlines (especially on the angle), of which he cannot in the 
least judge from my rude drawing, he will not, I think, expect 
easily to find a nobler instance of decoration adapted to the 
severest mouldings. 

Now it will be observed, that there is in its treatment 
a high degree of abstraction, though not so conventional as 
that of Salisbury : that is to say, the leaves have little more 
than their flow and outline represented ; they are hu-dly 
imdercut, but their edges are connected by a gentle and 
most studied curve wiQi the stone behind; they have no 
serrations, no veinings, no rib or stalk on the angle, only an 
incision gracefully made towards their extremities, indicative 
of the central rib and depression. The whole style of the 
abstraction shows that the architect could, if he had chosen, 
have carried the imitation much farther, but stayed at this 
point of his own free will; and what he has done is also 
so perfect in its kind, that I feel disposed to accept his 
authority without question, so far as I can gather it from 
his works, on the whole subject of abstraction. 

§ 82. Happily, his opinion is frankly expressed. This 
moulding is on the lateral buttress, and on a level with the 

' Cf. Sbma qf rmiee, vol i. ch. xzlii. g 7, where the EnglUh dor-tooth ii 
called "somewhat rulgsr in its piquaacj when compared with French mouloing* of a 
umilar kind."] 
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top of the north gate : it cannot therefore be closely seen 
except^ from the wooden stairs of the belfry; it is not in- 
tended to be so seen, but calculated for a disUnce of, at least, 
forty to fifty feet fit)m the eye. In the vault of the gate 
itself, half as near again, there are three rows of mouldings, as 
I think, by the same designer, at all events part of tlie same 
plan. One of them is given in Plate I., fig. 2 a. It will be 
seen that the abstraction is here infinitely less ; the ivy leaves 
have stalks and associated fruit, and a rib for each lobe, and 
are so £u- undercut as to detach their forms from the stone ; 
while in the vine-leaf moulding above, of the same period, 
from the south gate, serration appears added to other purely 
imitative characters. Finally, in the animals which form the 
ornaments of the portion of the gate v/hich is close to the 
eye, abstraction nearly vanishes into perfect sculpture.' 

§ 88. Nearness to the eye, however, is not the only 
circumstance which influences architactural abstraction. 
These very animals are not merely better cut because close 
to the eye ; they are put dose to the eye that they may, 
without indiscretion, be better cut, on the noble principle, 
first, I think, clearly enunciated by Sir Charles Eastlake,' 
that the closest imitation shall be of the noblest object 
Farther, since the wildness and manner of growth of v^e- 
tation render a Bond fide imitation of it impossible in 
sculpture — since its members must be reduced in number, 
ordered in direction, and cut away from their roots, even 
under the most earnestly imitative treatment, — ^it becomes 
a point, as I think, of good judgment, to proportion the 
completeness of execution of parts to the formality of the 
whole; and since five or six leaves miist stand for a tree, 
to let also five or six touches stand for a leaf. But since 
the animal generally admits of p^ect outline — since its 
form is detached, and may be fuUy represented, its sculpture 
may be more complete and fkithfril in all its parts. And 

> niift MS. inurU, " m I mw It"] 

* [TIm MS. addi, "uid all thia in a mo«t serere and early time."] 

* [In b» Contribvtioiu to the UUrature of the Fitu Art*, 1848.] 
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Uiis principle will be actually found, I believe, to guide the 
old workmen. If the animal fonn be in a gaigoyle, in- 
complete, and coming out of a block of stone, or if a head 
only, as for a boss or other such partial use, its sculptuie 
will be highly abstract But if it be an entire animal, as 
a lizard, or a bird, or a squirrel, peeping among leafage,^ its 
sculpture will be much fiirther carried, and I think, if small, 
near the eye, and worked in a fine material, may ri^tly 
be carried to the utmost possible completion. Surely we 
cannot wish a less finish bestowed on those which animate the 
mouldings of the South door of the cathedral of Florence ; 
nor desire that the birds in the capitals of the Doge's palace 
should be stripped of a single plume.' 

§ 84. Under these limitations, th^i, I think that perfect 
Apbobuh sculpture may be * made a part of the severest 
^^- architecture; but this perfection was said in the 

Perfeet teuip. outset' to be daugerous. It is so in the highest 
tunthouidbe (Jeifree ; for the moment the architect allows him- 
tmerett arehi- sclf to dwell on the umtated portions, there is 
teeture.* ^ chancc of his losing sight of the duty of his 

ornament, of its business as a part of the composition, and 
sacrificing its points of shade and efiect to the ddight of deli- 
cate carving. And then he is lost His architecture has be- 
come a mere framework for the setting of delicate sculpture, 
which had better be all taken down and put into calnnets. It 
is well, therefore, that the young architect should be taught to 
think of imitative ornament as of the extreme of grace in 
language ; not to be r^arded at first, not to be obtained at 
the cost of purpose, meaning, force or conciseness, yet, inde^, 

* I have written, it will be observed, " tkouid be," in the marginal defini- 
tion of the Aphorism, and I ought to have written it in the text See the 
next note. [1880.] 

1 [The MS. addi, " or flv«ii if oiilf fillinf a required apace as in Plate XV. " (tbe 
origiiial intention being to have a gretter number of illnatrationa).] 

^ [For the " bird " capitali, see Stones of Veniet, voL il. ch. viii., Camtult 2 ^ 68), 
11 rg 84), and 34 (g 126).} 

» [Seo above, g 30, p. 170.1 

* [Thia aphorinn, in black-letter in the 18S0 edition, eonsivto of the whole of 
§M-t 
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a perfection — the least of ail perfections, and yet the crowning 
ooe of all — one which by itself^ and regarded in itself, is an 
architectural coxcombry,* but is yet the sign of the most 
hig^y-trained mind and power when it is associated with 
others. It is a safe manner, as I think, to design all things 
at first in severe abstraction, and to be prepared,* if need 
were, to cany them out in that fcmn ; then to mark the parts 
where high fin^ would be admissible, to complete these 
always with sto^ reference to their general effect, and then 
connect them by a graduated scale of abstraction with the 
rest. And there is one safeguard against danger in this pro- 
cess on which I would finally insist Never imitate anything 
but natural forms, and those the noblest, in the completed 
parts. The d^radati<m of the cinque cento manner of de- 
eorati<ML was not owing to its naturalism, to its faithfulness of 
imitation, but to its imitation of ugly, Le. unnatural things. 
So long as it restrained itself to sculpture of animals and 
flowers, it remained noble. The balcony, on the opposite page 
(Plate XI.). ^m a house in the Campo St Benedetto at 
Venice, shows one of the earliest occurrences of the cinque 
cento arabesque, and a fragment of the pattern is given in 
Plate XII. fig. 8. It is but the arresting upon the stone work 
of a stem or two of the living flowers, which are rarely wanting 
in the window above (and which, by the by, the French and 
Italian peasantry often trellis with exquisite taste about their 
casements). This arabesque, relieved as it is in l^ftrlfness from 
the white stone by the stwn of time, is surely both beautiful 
and pure ; and as long as the renaissance ornament remained in 
such forms it may be beheld with unreserved admiration. But 
the moment that unnatural objects were associated with these,* 
and armour, and musical instruments, and wild meaningless 

* By no means. I much tudenUted the truth in this matter, and should 
DOW say that sculpture should precede and govern all else. The pediment of 
M^xm' determines the right — and ends controvenj. [I88O.3 

1 fCf. Stonat nf Vmiee, voL L oh. zil, § E> wq., where this subject ii further disciuMd.] 
■ iTha MS. inserts, "for the trick of the imitatiou."] 

* [Orifiuals at Munich ; casts in the British Mmeum. For Roslun's further study 
of the jG^netaa aoulptures, see Antra PmUtici, § 191, and Art qf England, § 71.] 
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scrolls and curled shields, and other such fancies, became 
principal in its subjects, its doom was sealed, and with it that 
of the architecture of the world. 

§ 85. III. Our final inquiry was to be into the use of 
coloiu* as associated with architectural ornament. 

I do not feel able to speak with any confidence respecting 
the touching of sculpture with colour.^ I would only note one 
point, that sculpture is the representation of an idea, while 
architecture is itself a real thing. The idea may, as I think, 
be left colourless, and coloured by the beholder's mind : but a 
reality ought to have reality in all its attributes : its colour 
should be as fixed as its form. I cannot, therefore, consider 
architecture as in anywise perfect without colour. Farther, as I 
have above noticed, I think the colours of architecture should 
be those of natural stones ; partly because more durable, but 
also because more perfect and graceful. For to conquer the 
harshness and deadness of tones laid upon stone or on gesso, 
needs the management and discretion of a true painta* ; and 
on this co-operation we must not calculate in laying down 
rules for general practice. If Tintoret or Giorgione are at 
hand, and ask us for a wall to paint,* we will alter our whole 
design for their sake, and become their servants ; but we must, 
as architects, expect the aid of the common workman only ; 
and the laying of colour by a mechanical hand, and its toning 
under a vulgar ^e, are far more ofiensive than rudeness in 
cutting the stone. The latter is imperfection only ; the former 
deadness or discordance. At the best, such colour is so infoior 
to the lovely and mellow hues of the natural stone, that it is 
wise to sacrifice some of the intricacy of design, if by so 
doing we may employ the nobler material. And if, as we 
looked to Nature for instruction respecting form, we look 
to her also to learn the management of colour, we shall, 
parhaps, find that this sacrifice of intricacy is for other causes 
expedimt. 

§ 86. First, then, I think that in making this reference we 

1 [See OD tbii Bobject, Modem Pointer*, toL U. wc ii. ch. ir. 6 9, Vol IV. p. 300.] 
* [Cf. Modem PaMer; vol. 1. pt iL bm. L cb. vii. § 30, Vol. III. p. 212.] 
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are to consider our building as a kind of organised creature ; 
in colouring which we must look to the single and separately 
oiganised creatures of Nature, not to her landscape combina- 
tions. Our building, if it is well composed, is one thing, and 
is to be coloured as Nature would colour one thing— a shell, 
a flower, or an animal ; not as she colours groups of things. 

And the first broad conclusion we shall deduce from observ- 
ance of natural colour in such cases will be, that it never 
follows form, but is arranged on an entirely separate system. 
What mysterious connection there may be between the shape 
of the spots oa an animal's skin and its anatomical system, I 
do not know, nor even if such a connection has in anywise 
beoi traced : ' but to the eye the systems are entirely separate, 
and in many cases that of colour is accidentally variable. The 
stripes of a zebra do not follow the lines of its body or limbs, 
still less the spots of a leopard. In the plumage of birds, 
each feather bears a part of the pattern which is arbitrarily 
carried over the body, having indeed certain graceful har- 
monies with the form, diminishing or enlarging in directions 
which sometimes follow, but also not unfrequently oppose, the 
directions of its muscular lines. Whatever harmonies th«*e 
may be, u% distinctly like those of two separate musical parts, 
fx>inciding here and there only-Hierer discordant, but essenti- 
ally different. I hold this, then, for the first great principle 
of architectural colour. Let it be visibly independent of form. 
Never paint a colunm with vertical lines,* but always cross it 

* It ihoold be obaerved, however, that any pattern which gives opponent 
lines tn its parts, may be arranged on lines panllel with the main structure. 
Thus, rows of diamonds, lilce spots on a snake's back, or the bones of ^ a 
stnrgeon, are exquisitely applied both to vertical and spiral columns. The 
loveTieat instances of such decoration that I know, are the pillars of the 
elirister of St John Lateran, lately Illustrated by Mr. Digby Wyatt,> in his 
moat valuable and faithful work on antique mosaic.^ 

* [The oonneetlon traced by students of " bionomici " la ratfaar between the colours 
of ■»■■■« -If and the struggle for existence ; for the stripes of the zebra, sea Francis 
Gahun'a Kamttiue qfan MUphtvr in Tn^eal Boutk Afi-ica, ISSS, p. 30a] 

* rUisprinted " on" in eds. 1 and 2.1 

* [The illustrations referred to are Plate No. lA in Bpeeimetu t^ the Otometrieal 
Mome ^ the Sliddh Agei, by Mattheir Diffbjr Wyatt, architect (1848).] 

* [Note 13 at the end of the book in eds. 1 and 2 ; omitted in later edition*.] 
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Never give separate mouldings sepirate colours (I know this 
is heresy, but I never shrink from any conclusions, however 
contrary to human authority, to which I am led by observaDce 
of natiural principles) ; and in sculptured ornaments do not 
paint the leaves or figures (I cannot hdp the £1^ frieze*) of 
one colour and their ground of another, but vary both the 
ground and the figures with the same harmony. Notice how 
Nature does it in a variegated flower ; not one leaf red and 
another white, but a point of red and a zone of white, or what- 
ever it may be, to each. In certain places you may run your 
two systems closer, and here and there let them be parallel 
for a note or two, but see that the colours and the forms coin- 
cide only as two orders of mouldings do; the same for an 
instant, but each holding its own coiurse. So single members 
may sometimes have single colours ; as a bird's head is some- 
times of one colour and its shoulders another, you may make 
your capital one colour and your shaft another : but in geneial 
the best place for colour is on broad surfaces, not on the points 
of interest in form. An animal is mottled on its breast and 
back, rarely on its paws or about its eyes ; so put your variega- 
tion boldly on the flat wall and broad shaft, but be shy of it in 
the capital and moulding ; in all cases it is a safe rule to simplify 
colour when form is rioh, and vice versd; and I think it would 
be well in general to carve all capitals and graceful ornaments 
in white marble, and so leave them.* 

§ 87. Independence then being first secured, what kind 
of limiting outlines shall we adopt for the system of colour 
itself? 

■ [No tncM of colour have been discovered on the frioso of the PsrtheDon ; bnt 
then is DO reuon for suppomnj; that it vaa not treat«d with colour u the ■enlp- 
tnres from £giiui were, on which traces of brilliant colour remained when tbef 
were firrt unearthed. The i^und, in the case of frieEee, seems to have bem 

r.inted blue or red ; the fi^furea were coloured to bring out the detuls. See below, 
41,p.lflC.] 
' [The idea of this § 36 came to Buskin from the study of shells, as Ute fttllowing 
extract from hia diar; snowi: — 

"Dm. 20 (1848). ~I was struck in looking over the ^ella at Brit Has. 
featerday, with the difference in the nicety of outline in the patteras of 
sheila and plumage and in their forma themselvea. Now, I think that Form 

Eroperly so called may be conudered as a function or exponent either rf 
rowth or of Force, inherent or impressed ; and that one of the steps to 
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I am quite sure that any person f^uiliar with natural 
' objects will never be surprised at any appearance of care or 
fimsh in them. That is the condition of the Universe. But 
there is cause both for surprise and inquiry whenever we see 
anything like carelessness or incompletion : that is not a 
common condition ; it must be one appointed for some 
singular purpose. I believe that such surprise will be forcibly 
felt by any one who, after studying carefiiUy the lines of some 
varie^ted organic form, will set himself to copy with similar 
diligence those of its colours. The boundaries of the forms 
he will assuredly, whatever the object, have found drawn with 
a delicacy and precision which no human hand can follow. 
Those of its colours he will find in many cases, though 
governed always by a certain rude symmetry, yet irregular, 
blotched, imperfect, liable to all Idnds of accidents and 
awkwardnesses. Look at the tracery of the lines on a camp 
shell, and see how oddly and awkwardly its tents are pitched. 
It is not indeed always so : there is occasionally, as in the eye 
of the peacock's plume, an apparent precision, but still a pre- 
cision far inferior to that of the drawing of the filaments 
which bear that lovely stain ; and in the plurality of cases a 
degree of loos^iess and variation, and, still more singularly, of 
harshness and violence in arrangement, is admitted in colour 
which would be monstrous in form. Observe the difference 
in the precision of a fish's scales and of the spots on them. 

§ 88. Now, why it should be that colour is best seen under 
these circumstances I will not here endeavour to determine ; 
nor whether the lesson we are to leam &om it be that it is 
God's will that all mumer of delights should never be com- 
bined in one thing. But the fact is certain, that colour is 



indicative of lines of enei^ or prMture or motion, variooBty ioipreMed or 
milted, tnd are therefore exquisitely abstract and precise. Varie^tioii, on 
the oODtrwT, is the arbitrary prewoce or sbBence of colonring matter, and 
the b«*ii^ u more in tbe coloor tb&n the ootline. Hence Btains, blotching!, 
cloudings, etc, in marble, on sldni, and so on, «nd their beauty of irr^u- 
Isrity. impoBubility of imitation, even in thii Inzarrerie, except by great 
freedom of Wid, and then imperiectiy." 
With the laat sentence, t^. the passage from the MS. on p. 181 n.]', 
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( always by Him arranged in these simple or rude fcHms, and 
I as certain that, therefore, it must be best seen in them, and 
' that we shall never mend by refining its arrangements. Ex- 
perience teaches us the same thing. Infinite nonsense has 
been written about the union of perfect colour with perfect 
form. They never will, never can be united. Colour, to be 
perfect, must have a soft outline or a simple one : (it cannot 
have a refined one;)* and you will never produce a good 
painted window with good figure-drawing in it. You will 
lose perfection of colour as you give perfection of line. Try' 
to put in order and form the colours of a piece of op^ 

§ 89. I conclude, then, that all amuigements of colour, iot 
its own sake, in graceful forms, sxe barbarous ; and that, to 
paint a colour pattern with the lovdy lines of a Greek leaf 
moulding, is an utterly savage procedure. I cannot find any- 
thing in natural colour like this : it is not in the bond.* I find 
it in all natural form — ^never in natural colour. If, then, our 
architectural colour is to be beautiful as its form was, by being 
imitative, we are limited to these conditions — ^to simple masses 
of it, to zones, as in the rainbow and the zebra ; cloudings and 
flamings, as in marble shells and plumage, or spots of various 
shapes and dimensions. All these conditions are susceptible 
of various degrees of sharpness and delicacy, and of complica- 
tion in arrangement. The zone may become a delicate line, 
and arrange itself in chequers and zig-zags. The flaming may 
be more or less defined, as on a tulip leaf, and may at last be 
represented by a triangle of colour, and arrange itself in stais 
or other shapes ; the spot may be also graduated into a stain, 

* Omit the Bcatence in parenthesia, I meant, a sharp or licfined (not 
refined) edge ; but even bo understanding it, great part of the thirty-eighth and 
thirty-ninth par&graphB muit be received under much exception and protest, 
and might be omitted wholly with no harm to the book. [ISSO, when the 
words were first placed in parenthesis.] 

• [For " Tit " tlie MS. reads ;— 

"If jou doubt this, ask vounelf and answer candidly and thonghtfiillj 
whether the dispotiticn of etdour be really moat perfect in the peacock's tail 
or on the dove's breast, or — which will answer the purpose as well — set your- 
self to put in order . . ."] 
' [MerehmU of Vmiee, iv. 1.] 
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or defined into a square or circle. The' most exquisite 
harauHues may be composed of these simple elements : some 
soft and full of flushed and melting spaces of colour ; others 
piquant and sparkling, or deep and rich, formed of close 
groups of the fiery frt^fm^its : perfect and lovely proportion 
may be exhibited in the relation of their quantities, infinite 
invention in their disposition : but, in all cases, their shape will 
be effective only as it determines their quantity, and regulates 
their operation on each other ; points or edges of one being 
introduced between breadths of others, and so on. Triangular 
and barred forms are therefore convenient, or others the 
simplest possible ; leaving the pleasure of the spectator to be 
taken in the colour, and in that only. Curved outlines, 
especially if refined, deaden the colour, and confuse the mind. 
Even in figure painting the greatest coloxmsts have either 
melted their outline away, as often Correggio and Kubens ; 
or purposely made their masses of ungainly shape, as Titian ; 
or placied their brightest hues in costume, where they could 
get quunt patt^'ns, as Veronese, and especially Angelico, with 
whom, however, the absolute virtue of colour is secondary to 
grace of line. Hence, he never uses the blended hues of 
Correggio, like those on the wing of the little Cupid, in the 

■ [Inplmceofthe text from thii point down to the words in §40, "may then be thua 

expTM ce n," the MS. baa a rejected pangnph u follow* : — 

"Of these forme architecture can only obtain the clouded and stained 
arrangements hy employing variegated atonee. No human band can cloud 
colour, eioept bj Actual stippling. Taddeo Gaddl and Orcagna tried it often, 
filling signally, as in the pictnre by the former in the Academy of Florence. 
The pedestal of the throne of the Madonna in the picture by Fra Angelico in 
the Loarn is another wonderful instance of failure. Besides, the practice baa 
been before reprobated for its dishonesty [above, p. 72]. We are therefore 
limited to the case of vari^ated marbles and of patterns terminated by severe 
or simple lines, varying either the flat enrfiices of wall or the contours of 
figures and sculpture m a system not concurrent with their fomiH, as in 
ornamental borders of dresses, etc. To these modes of ornament we have 
to add the conditioDS intermediate between colouring and carving of mono- 
chrom design, and thus I think we shall arrive at the following most prudent 
dlapositJon of our meant of efhct" 

On this peasace bring struck out a note was added thus : — 

''Introduce here about painted windows and cardlnala' hats, Florence 



an Entombment. In his Florentine note-book oi 184S Rnskin refers to the "gaudily 
painted marblei of the tomb." The Fra Angelico in the Lourre ii " The Coronation 
of the Virgin."] 



mosaic, Doffe's palace pattern," 
The picture by Taddeo Gaddi (now commonly assigned to Niccolo di I^ero or his son) 

lation 
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"Venus and Mercury,*" but alwajrs the severest type — the 
peacock plume. Any of these men would have looked with 
infinite disgust upon the leafage and scroll-work which forms 
the ground of colour in our modem painted windows, and yet 
all whom I have named were much infected with the love of 
renaissance designs. We must also allow for the freedom of 
the painter's subject, and looseness of his associated lines ; s 
pattern being severe in a picture, which is over luxurious upon 
a building. I believe, therefore, that it is impossible to be 
over quaint or angular in architectural colouring; and thus 
many dispositions which I have had occasion to reprobate in 
form, are, in colour, the best that can be invented. I have 
always, for instance, spoken with contempt of the Tud<» 
style,' for this reason, that, having surrendered all pretence to 
spaciousness and breadth, — having divided its surfaces by an 
infinite number of lines, it yet sacrifices the only characters 
which can make lines beautiful ; sacrifices all the variety and 
grace which long atoned for the caprice of the Flamboyant, 
and adopts, for its leading feature, an entanglemoit of cross 
bars and verticals, showing about as much invention or skill 
of design as the reticulation of the bricklayer's sieve. Yet 
this very reticulation would in colour be highly beautiful; 
and all the heraldry,' and other features which, in form, are 
monstrous, may be delightful as themes of colour (so long as 
there are no fluttering or over-twisted lines in them) ; and 
this, observe, because, when coloured, they take the place of 
a mere pattern, and the resemblance to nature, which could 
not be fotmd in their sculptured forms, is found in their 
piquant variolation of other surfaces. There is a beautiful 
and bright bit of wall painting behind the Duomo of Verona, 
composed of coats of arms, whose bearings ai-e balls of gold 
set in bars of green (altered blue ?) and white, with cardinals' 
hats in alternate squares. This is of course, however, fit only 
for dom^tic work. The front of the Doge's palace at ^'"enice 

* [No. 10 in the National Qall«ry. For other references to the picture, see Quen 
^tfthe Air, g 163, and Fort Clamgera, Letter 84.] 

* [See above, p. 146, and below, p. 258.] 
» [qf. above, p. 147.] 
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is the purest and most chaste model that I can name (but 
cme) ' c^ the fit application of colour to public buildings. The 
sculpture and mouldings are all white ; but the wall surface is 
chequered with marble blocks of pale rose, the chequers being 
in no wise harmonized, or fitted to the forms of the windows ; 
but looking as if the surface had been completed first, and the 
windows cut out of it In Plate XII. fig. 2, the reader will 
see two of the patterns used in green and white, on the 
columns of San Michele of Lucca ; * every column having a 
dlfierent design. Both are beautiful, but the upper one cer- 
tainly the b^ Yet in sculpture its lines would have been 
perfectly barbarous, and those even of the lower not enough 
refined. 

§ 40. Restraining ourselves, therefore, to the use of such 
simple patterns, so far forth as our colour is subordinate 
either to architectiutil structure, or sculptural form, we have 
yet one more manner of ornamentation to add to our general 
means of effect, — monochrom design, the intermediate con- 
dition between colouring and carving. The relations of the 
entire system of architectural decoration may then be thus 
expressed: 

1. Organic form dominant. True, independent sculpture, and 

alto-relievo : rich capitals, and mouldings ; to be elaborate 
in completion of form, not abstract, and either to be left 
in pure white marble, or most cautiously touched with 
colour in points and borders only, in a system Twt concur- 
rent with their forms. 

2. Organic form sub-dominant Basso-relievo or intaglio. To 

be more abstract in proportion to the reduction of depth ; 
to be also more rigid and simple in contour; to be 
touched with colour more boldly and in an increased 
degree, exactly in proportion to the reduced depth and 
fidness of form, but stUl in a system non-concurrent with 
their forms. 

> [Giono'* CAinpuiUe, tee below, § 43, p. IS?.] 
» [Sm above, p. 121.] 
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8. Org&nic fonn abstracted to outline. Monochrom design, 
still farther reduced to simplicity of contour, and there- 
fore admitting for the first time the colour to be con- 
current with its outline; that is to say, as its name 
imports, the entire figure to be detached in one colour 
from a ground of another. 

4. Organic forms entirely lost. C^metrical pattons or 
Tariable cloudings in the most vivid colour. 

On the opposite side of this scale, ascending from the 
colour pattern, I would place the various forms of painting 
which may be associated with architecture : primarily, and as 
most fit for such purpose, the mosaic, highly abstract in 
treatment, and introducing brilliant colour in masses ; the 
Madonna of Torcello * being, as I think, the noblest type of 
the manner, and the Baptistery of Parma * the richest : next, 
the purely decorative firesco, like that of the Arena Chapel ;* 
finally, the fresco becoming principal, as in the Vatican and 
Sistine. But I cannot, with any safety, follow the principles 
of abstraction in this pictmal ornament ; since the noblest 
examples of it appear to me to owe their architecture 
applicability to their archaic manner; and I think that the 
al»tractica) and admirable simpUcity which render them fit 
media of the most splendid colouring, cannot be recovered by 
a voluntary condescension. The Byzantines themselves would 
not, I think, if they could have drawn the figure better, have 
used it for a colour decoration ; and that use, as peculiar to a 
condition of childhood, however noble and full of promise, 
cannot be included among tiiose modes of adornment which 
are now legitimate or even possible. There is a difficulty in 
the management of the painted window for the same reason, 
which has not yet been met, and we must conquer that first, 
before we can venture to consider the wall as a painted 

' [See Stone* qf Venice, vol. ii. ch. ii. § 3, irlMre the moBaic i% datcribed.] 

* [Sm ibid., ch, iv, g 83, where the moeMM of Pumk kra again re&rred ta,] 

* [DMcribed bjr Riukin ia detaU in hit mODopvpb for the Anmdel Societr, 
18C8-1860, QiUto aitd hit W<M*t in Padua.] 
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window on a large scale. Pictorial subject, without such 
abstraction, becomes necessarily principal, or, at all events, 
ceases to be the architect's concern ; its plan must be left to 
the painter after the completion of the building, as in the 
works of Veronese and Giorgione on the palaces of Venice. 

§ 41. Pure architectural decoration, then, may be con- 
sidered as limited to the four kinds above specified ; of which 
each ghdes almost imperceptibly into the other. Thus, the 
Elgin Meze is a monochrom* in a state of transition to 
sctdpture, retaining, as 1 think, the half-cast skin too long. 
Of pure monochrom, I have given an example in Plate VI., 
£rom the noble £ront of San Michele of Lucca. It contains 
forty such arches, all covered with equally elaborate orna- 
ments, oitirely drawn by cutting out their ground to about 
the depth of an inch in the flat white marble, and filling the 
spaces with pieces of green serpentine ; a most elaborate mode 
of sculpture, requiring excessive care and precision in the 
fitting of the edges, and of course double work, the same line 
needing to be cut both in the marble and serpentine.t The 
excessive simplicity of the forms will be at once perceived ; 
the eyes of the figures or animals, for instance, being indicated 
only by a round dot, formed by a little inlet circle of 
serpentine, about half an inch over : but, though simple, they 
admit often much grace of curvature, as in the neck of the 
bird seen above the right-hand pillar. The pieces of serpentine 

* Rather, dichrom or dlchroit — fleth colour on blue. [1880: cf. above, 
S S6, p. 178.] 

t Od the cover of thla volume the render wfU find some figure outlines of 
the tune period and character, from the floor of San Minlato at Florence. 
I have to thank ita designer, Mr. W. Hany Rogera, for the intelligent arrange- 
ment of them, and graceful adaptations of the connecting arabesque.^ 

> [This iraa Note 14 at the end of the book in eda. 1 and 2 ; omitted in later editions. 
Tie cover is now reproduced oppodte. The teven "Lampa" become in Latin Religio 
(SacriGce), FUtt (Truth), AuetorUa* (Power>~for the om of the word " Anctoritaa" 
initead of " Poteatai," lee ch. iv. § 1 n.— OAwroaiUia (Beautf)— the lamp of beauty 
being, aa Rualdn taught, fed by obaerra^on of nature — ^ritut (life), JfenwHa 
nUeoMiry), and Obedieniia (Obedience). The moauc of the floor of the nave of San 
Miniato, forming a band from the west door to the altar, is of black and white 
marble ; arranged in rosettes of lions, birds, griffini, etc. ; with a drcalar portion 
repreaenting the signs of the Zodiac (dated 1207).} 
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have fallen out in many places, giving the black shadows, 
as seen under the horseman's arm and bird's neck, and in the 
semi-circular line round the arch, once filled with some pattern. 
It would have illustrated my point better to have restcved the 
lost portions, but I always draw a thing exactly as it is, hating 
restoration of any kind ; and I would especially direct the 
reader's attention to the completion of the forms in the 
sculptured ornament of the marble cornices, as opposed to the 
abstraction of the m<mochrom figures, of the ball and cross 
patterns between the arches, and of the triangular ornament 
round the arch on the left.' 

§ 42. I have an intense love for these monochrom figures, 
owing to their wonderf^il life and spirit in all the works 
on which I have found them ; nevertheless, I believe that 
the excessive d^ree of abstraction which they imply neces- 
sitates our placing them in the rank of a progressive or 
imperfect art, and that^ a perfect building should rather be 
composed of the high^t sculpture, (organic fonu dominant 
and sub-dominant,) associated with pattern colours on the 
fiat or broad surfaces. And we find, in foct, that the 
cathedral of Pisa, which is a higher type than that of Lucca, 
exactly follows this condition, the colour being put in 
geometrical patterns on its sur&ces, and animal forms and 
lovely lea&ge used in the sculptured cornices and pillars. 
And I think that the grace of the carved forms is best 
seen when it is thus boldly opposed to severe traceries of 
colcur, while the colour itself is, as we have seen, always 
most piquant when it is put into sharp and angular 
arrangements. Thus the sculpture is approved and set off 
by the colour, and the colour seen to the best advantage 

> [For other detoriptiotu of San Michele, m« VoL III. p. 206 n. A ftcaunile of 
another dniriDg bj Rnekin of put of the cbureh ie Plate XXI. in 5ton«f qf Vemee, 
vol. i., where (Appei)dii 8) he diwuasea the Kulpturei at length, and refers to PUt« VL 
here aa giving "a more faithful impreaiioa ot the preaent agpeet of the work, and 
especially of uie Mata of the honemen."] 
• [The MS. read* :— 

"and that the more, because as thej refuae perfeetioti of form on the one 
hand, ao thev refiue vividoen of colour on the other, for that would render 
them indiatinct and confused, if not ludicroni. I think that a perfect 
bailding . . ."] 
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in its opposition both to the whiteness and the grace of 
the carved marble. 

§ 48. In the course of this and the preceding chapters, 
I tuive now separately enumerated most of the conditions 
of Power and Beauty, which, in the outset, I stated to 
be the grounds of the deepest impressions with which 
architecture could affect the human mind ; but I would 
ask permission to recapitulate them, in order to see if 
there be any building which I may offer as an example 
of the unison, in such manner as is possible, of them all. 
Glancing back, then, to the banning of the third chapter, 
and introducing in their place the conditions incidentally 
determined in the two previous sections, we shall have 
the following list of noble characters: 

Considerable size, exhibited by simple terminal' lines 
(Chap. III. § 6). Projection towards the top (§ 7). Breadth 
of flat sur&ce (§ 8). Square compartments of that suirface 
(§ d)- Varied and visible masonry (§ 11). Vigorous depth 
of shadow (§ 18), exhibited especially by pierced traceries 
(§ 18). Varied proportion in ascent (Chap. IV. § 28). 
Latentl symmetry (§ 28). Sculpture most delicate at the 
base (Chap. I. § 12). Enriched quantity of ornament at the 
top (§ 18). Sculpture abstract in inferior ornaments and 
mouldings (Chap. IV. § 81), complete in animal forms (§ 88). 
Both to be executed in white marble (§ 40). Vivid colour 
introduced in flat geometrical patterns (§ 89), and obtiuned 
by the use of naturally coloured stone (§ 8fi). 

These characteristics occur more or less in difierent 
buildings, some in one and some in uiother. But all 
together, and all in their highest possible relative degrees, 
they exist, as far as I know, only in one building in the 
world, the Campanile of Giotto at Florence. The drawing 
of the tracery of its upper storey, which heads this chapter,^ 

' [Thi« reference, repeated in the wcond mnd later editions, wai to PUt« IX. in 
•d. 1, which WM giren at the beftinning of ch. iv. but wu omitted in later edition*, 
b«ng replaced hj a more delicate plate giren as frontispiece. A duplicate verdon of 
the origioal plate (we abore, p. xluc.) is here given in itt original place, as well a* 
the frontiapieee.} 
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rude as it is, will nevertheless give the reader some better 
conception of that town's magnificence than the thin out- 
lines in which it is usually pourtrayed. In its first appeal 
to the stranger's eye there is something tmpleasing ; a 
mingling, as it seems to him, of over severity witii over 
minuteness. But let him give it time, as he should to all 
other consiunmate art. I remember well how, when a boy,' 
I used to despise that Campanile, and think it meanly 
smooth and finished. But I have since lived beside it many 
a day, and looked out upon it from my windows by sunlight 
and moonlight,^ and I shall not soon foijiet how profound 
and gloomy appeared to me the savageness of the Northern 
Gothic,* when I afterwards stood, for the first time, beneath 
the front of Salisbury. The contrast is indeed strange, if 
it could be quickly felt, between the rising of those grey 
walls out of thdr quiet swarded space, like dark and barrra 
rocks out of a green lake, with their rude, mouldering, 

I [Riuikin't first ri«it to Floreoee wt» in 1840, when he ww dwppointed with iti 
■rcliitectnre : we Vol I. pp. 380, 432.] 

* ISos extracti from RuBkin's Iett«n of 1843, in Vol. IV. pp. 361-362.} 
' frbe MS. has "at noon and morning and movins pudnignt, and i shall not soon 
target with what an imprewion of atvagt, profound, and gloomy harbariam 1 vai 
■truck, when . . ." The first draft of this pnsnngfi occnn in Riuldn'a diaiy of 
1848:— 

" SALtnUBT Cathbdkai..— On the whole, the carving of thia cathedral, more 
especlallf of the we*t firont, ia, aa compared with a pieoe of that of FIormMi, 
perfectly savage, and reminds one of the carving* of an Indian's paddle. 
What a contrast between the swarded space — all sounding over with nibbling 
of sheep, and the riBing out of it of the giey walla, like old steep rocka ont 
of a green lake, and the weedj and shadowf receesee betwoen the tranaepts, 
end the rude, mouldering, nuusf, rough-grained shafts, and triple lights 
without tmcery or other ornament than the martios' nesta in the ke^^ 



of tbera; — and that populona, trodden, histoir-haonted square, — that 
warm, bright, smooth, marhle seat agMnst the wall, — that jaapery variegated 
surface,— those spiral shafts of glittering mosaic and leafy mouldings, rich 



with birds and fruit, thoee hiry traceries of white, &int, furstalline lines 
of alaliaster, — that campanile, coloured like a morning <Joua, and chased 
like a sea shell." 

Rnskin had felt something of the aame contract at Abbeville too : — 

" It is most fortunate that 1 have come here," he writee home &om Abbeville 
(Aug. 8, 1S48), " straight from Salisbury— not even blunting at Winchester the 
uvert memory of that Gothic ; fur, much as I admired Abbeville porch before, 
it comes upon me now in such Itueiou* richneaa, — eo full, so fimtastic, — ao 
exquisitely picturesque that J seem never to have seen it iMtfbre." 

See also above, ch. iii. g 24, p. 136, and compare the contrast more elaborately drawn 

in Stone* Q^ Fem'M, vol. ii. ch. iv. §§ 10-14, between a "grim cathedral of England" 

and St Mark's at Venice.] 



;;■ Google 



Ch.iv the lamp of beauty 189 

rou^-grained shafts, and triple lights, without tracery or 
other ornament than the martins* nests in the height of 
them, and that bright, smooth, sunny surface of glowing 
jasper, those spiral shafts and fiury traceries, so white, so 
funt, so crystalline, that their slight shapes are hardly 
traced in darkness on the pallor of the Eastern sky, that 
serene height of mountain alabaster, coloiued like a morning 
cloud, and chased like a sea shelL And if this be, as I 
believe it, the model and mirror of perfect architecture, is 
there not something to be learned by looking back to the 
early life of him who rused it? I said that the Power of 
hunum mind had its growth in the Wilderness ; much more 
must the love and the conception of that beauty, whose 
every line and hue we have seen to be, at the best, a faded 
image of God's daily work, and an arrested ray of some 
star of creation, be given chiefly in the places which He 
has gladdened by planting there the fir-tree and the pine. 
Not within the walls of Florence, but among the far away 
fields of her liUes, was the child trained who was to raise 
that headstone of Beauty above her towers of watch and 
war. Kememba all that he became ; count the sacred 
thoughts with which he filled the heart of Italy; ask those 
who followed him what they learned at his feet; and when 
you have numbered his labours, and received their testi- 
mony, if it seem to you that God had verily poiu%d out 
upon this His servant no common nor restrained portion 
of His Spirit,^ and that he was indeed a king among the 
children of men, remember also that the legend upon the 
crown was that of David's :— " I took thee horn the sheep- 
cote, and from following the sheep." ' 

■ [CompBrathsclodngwordiof theehmpteron UwDdcbI PtdMeiniSitonM^/TAiJM, 
ToL u. ch. viii] 

* [2 Samnu tIL 8. Hence, in bia KeoQnt of the Campuule in Momingi in 
^onnee, Ruekin called it "The Shepherd's Tower." See the opening HcUons of 
Oiatto and lot Work* at Padua for a iketch of hi* life end work.] 
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CHAPTER V 

THE LAMP OF UFE 

§ 1. Among the countless analogies by which the nature and 
rehitions of the human soul are illustrated in the material 
ereation, none are more striking than the impressions insepar- 
ably connected with the active and dormant states of matter. 
I have elsewiiere ^ endeavoured to show, that no inconsiderable 
part of the essential characters of Beauty depended on the 
expression of vital energy in oiganie things, or on the subjec- 
tion to such energy, of things naturally passive and powerless. 
I need not here repeat, of what was then advanced, more than 
the statemoit which I believe will meet with general accept- 
ance, that things in other respects alike, as in their 
^"™ substance, or uses, or outward forms, are noble or 
OM Jg"*'''^^* "* proportion to the fulness of the life 
nobitinpi^mr- which either th^ themselves enjoy, or of whose 
rtX«w«rii/6» action they bear the evidence, as sea sands are 
made beautiful by tfadr bearing the seal of the 
motion of the waters. And this is especially true of all 
objects which bear upon them the impress of the highest order 
of creative life, that is to say, of the mind of man : they 
become noble or ignoble in proportion to the amount of the 
enei;gy of that mind which has visibly been employed upon 
them. But most pecuUarly and impaatively does the rule 
hold with respect to the creations of Architecture, which being 
properly capable of no otha- life than this, and being not 
essentially composed of things pleasant in thanselves, — as 
music of sweet sounds, or painting of fair colours, but of inert 



' [Modem Paintert, vol. ii. kc. i. chs. xii.-iJT.I 
* [Tbe text of this aplioriBiii, in blaclc-letter u 
things in other respecti alike . . ." down to the end of g 1.] 



[Tbe text of this aplioriBin, in blaclc-letter la the 1880 edition, is frmn ' 
" ' "^ - ■ alike , ■• ■ ■ ■> . -e . -. 
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substance, — depend, for their dignity and pleasurableness in 
the utmost degree, upon the vivid expression of the intellectual 
life which has been concerned ia their production.* 

§ 2. Now in all other kind of energies except that of man's 
mind, there is no question as to what is life, and what is not. 
Vital sensibility, whether vegetable or animal, may, indeed, 
be reduced to so great feebleness, as to render its existence a 
matter of question, but when it is evident at all, it is evident 
as such : there is no mistaking any imitation or pretence of it 
for the life itself; no mechanism nor galvanism can take its 
place ; nor is any resemblance of it so striking as to involve 
even hesitation in the judgment ; although many occur which 
the human imagination takes pleasure in exalting, without 
for an instant losing sight of the real nature of the dead 
things it animates ; but rejoicing rather in its own excessive 
life, which puts gesture into clouds, and joy into waves, and 
voices into rocks.' 

§ 8. But when we begin to be concerned with the energies 
of man, we find ourselves instantly dealing with a double 
creature. Most part of his being seems to have a fictitious 
counterpart, which it is at his peril if he do not cast off and 
deny. Thus he has a true and false (otherwise called .a living 
and dead, or a feigned or unfeigned) &ith. He has a true and 
a hhe hope, a true and a false charity, and, finally, a true and 
a &lse life. His true life is like that of lower organic beings, 
the independent force by which he moulds and governs ex- 
ternal things ; it is a force of assimilation which converts 
everything around him into food, or into instruments ; and 
which, however humbly or obediently it may listen to or 
follow the guidance of superior intelligence, never forfeits its 
own authority as a judging principle, as a will capable ' either 

* See note 35. [1880 : note * on [x 1.98 of this edition.] 

> [The MS. adda, "and Bjmpathjr into itsn," and above bM " miperaliandant " for 
" excewv&"] 

* [For the text from "aa a will capable" onward, tlie MS. haa : — 

" aa a preaent and capable will either to obey or to rebel. The very merit 
of it* obedience liea in it* not being aerrile or accidental, but choaen and 
voluntary. And thii tme life It ia which gives men thdr dictingniahing 
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of obeying or rebelling. His false life is, indeed, but oat of 
the conditions of death * or stupor, but it acts, even when it 
cannot be said to animate, and is not always easily known 
from the true. It is that life of custom and accident in which 
many of us pass much of our time in the world ; that life in 
whidi we do what we have not proposed, uid speak whsX we 
do not mean, and assent to i^iat we do not understand ; that 
life which is overlaid by the weight of things external to it, 
and is moulded by them, instead of assinulating them ; that, 
which instead of growing and blossoming under any whole- 
some dew, is crystallised over with it, as with hoar-frost, and 
becomes to the true life what an arborescence is to a tree, a 
candied a^lomeration of thoughts and habits for^gn to it, 
brittle, obstinate, and icy, which can nather bend nor grow, 
but must be crushed and brokra to bits, if it stand in our way. 
All men are liable to be in some d^ree frost-bitten in this 
sort ; all are partly encumbered and crusted over vnih idle 
matter ; only, if they have real life in them, they are always 
breaking this bark away in noble rents, until it becomes, like 
the black strips upon the birch tree, (Hily a witness of their 
own inward stroogth.' But,' with all the efforts that the best 

* Yes ; and therefore had been much better called ao simply, without sll 
this metaphor aad inaccurate metaphysics. What we carelessly call False 
hope, or False charity, is only mistaken hope and mistaken charity: The real 
question is only — are we dead or alive f — for, if dead at heart and having only 
a name to Uve in all our actions, we are sofwing seeds of death. [1880.] 

chanictMS, and Bts each for bis pvouliar duty. But the False life is the life of 
servilttv and of custom, the life wherein he ceases to Iuts a will mof^lj m 
called, because he ceases to have thought, the ipurioni and languid lifie . . . 
assimilating them ; it is a life which has no root of intellect nor of moni 
principle, and whose branches, therefore, instesd of growing . . . hoar-frost, 
■o that the whole man instead of Iwing a tree is a mere arhoreacence, a thin; 
with no sap in it, a candied smlomeration of the glitter and edges (tf otW 
people's WA}^ and thoughts ana fancies, brittle . . ."] 
' [For similsr parallels between human vitalitj' and the life of trees, see SUa 
Hfthe Diut, § 67, and Proiefpina, i. eh. iii.J 

* [A variant in the MS. of the passage from this point to the end of § 3 is as follows : 

"Bnt woe to those who have not strength to do this, and who go 
through the world one mingled heap of prejudices and habits and aooepted 
necessities and formalisms, drifted end decayiDc creatnres of internal im- 
pnlse— moving as puppets and speaking as echoes — thinking as thef sre 
told. 

" Now as the creations of Architecture are peculiarly dQ>endent on the 
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mm make, much of their being passes in a kind of dream, in 
which they indeed move, and play their parts siifficiently, to 
the eyes of their fellow dreamers, but have no clear conscious- 
ness of what is around them, or within them ; blind to the 
one, insensible to the other, vaSfMt} I would not press the 
definition into its darker application to the dull heart and 
heavy ear ; I have to do with it only as it refers to the too 
frequent condition of natural existence, whether of nations or 
individuals, settling commonly upon them in proportion to 
th^ age. The life of a nation is usually, like the flow of a 
lava stream, first bright and fierce, then languid and covered, 
at last advancing only by the tumbling over and over of its 
frozen blocks. And that last condition is a sad one to look 
upon. All the steps are marked most clearly in the arts, and 
in Architecture more than in any other ; for it, being especially 
dependent, as we have just said, on the warmth of the true 
life, is also peculiarly sensible of the hemlock cold of the false : 

expTMsioa of menul vit>litv, so they are p«cullarlf li&ble to become the ex- 
pression of this psendo-vit&fity. 

"Yet do not let it be siippoeed thit I mean any idea of stabbornnees or 
absolute ungovemableaess to be attached to the definition of Trae Vitality. 
All real life is known by ita depending; on nouriBhment from without ; by its 
being rooted in, or traceable to, Bomething precedent to itself; by ite being in 
a certain degree ductile, mobile, alterable, and eeosible : only it is not passively 
■0, not lUvMhly so. It sccepls nourishment only of a certain kind, chooaea 
what ii good for it, and rejects the rest. It does not clutch ererything offered 
to it with conTuUive acquisitivencM — it yields to influence of certain kind^ 
but only in d^reea consistent with ite own Independence. In preportion to 
ita youtnfulneee, it is yielding to external force, and easer to receive external 
nonriahment : in proportion to ita age, it is stable ana fruitful. Now there 
are certuns periods m the life of nations and individnals in which this real 
life i( strong and progreesire : others in which it is Languid and encrusted, 
like a stream of lava growing cold — others in wliicb it is tending to utter 
extinction — and yet making some advance like the head of the stream of 
lava by the tumbling over and over of its frosen blocks. At last it ceases 
altogether, and the pseudo-life takes or may take ita place. There ii nothing 
in which these itepa are so clearly and consistently manifested as in the Art 
of nations : and as it has just been said that Architecture is especially de- 
pendent on tfab expression of human vitality—so it ia especially liable to he 
corroded by the spurious vitality which succieede it 

"The architecture so corrupted — which mar be properlv described as Dead 
architecture, of which that of our own day throughout Europe is the most 
mdaneholy example, may be always recognised by the- absence of oertun 
chaiaeten which 1 shall endeavour to explain; although they are not so 
strictly defined."] 
e word is used by Plato and other authors in the eense of eluggith, stupid] 
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' and I do not know anything more oppressive, when the mind 
is once awakoied to its characteristics, than the aspect of a dead 
architecture. The feebleness of childhood is full of promise 
and of interest, — the struggle of imperfect knowledge fiill of 
energy and continuity, — but to see impotence and ri^di^ 
settling upon the form of the developed man ; to see the t^pes 
which once had the die of thought struck fresh upcai Qicsn, 
worn flat by over use ; to see the shell of the living creature in 
its adult fonn, when its colours are &ded, and its inhabitant 
poished, — this is a sight more humiliating, more melancholy, 
than the vanishing of all knowledge, and the return to con- 
fessed and helpless infancy. 

Nay, it is to be wished that such return were always 
possible. There would be hope if we could change palsy into 
puerility; but I know not how far we can become children 
again, and renew our lost life. The stirring which has takoi 
place in our architectural aims and interests within these few 
years,' is thought by many to be full of promise : I trust it is, 
but it has a sickly look to me.* I cannot tell whether it be 
indeed a springing of seed or a shaking among bones ; and I 
do not think the time will be lost which I ask the reader to 
spend in the inquiry, how &r all that we have hitherto ascer- 
tained or conjectured to be best in principle, may be formally 
practised without the spirit or the vitality which alone could 
give it influence, value, or delightMness. 

*' I am glad to see I had so much sense, thus early ; — If only I had had 
just R little more, and stopped talking, how much life— of the Tividest— I 
mi^t have uved from cipendiag itself in useless sputter, and kept for cardnl 
peocil work ! I might have had eve^ bit of St Mark's and RaTciina dran 
by this time. What good this wretched rant of a book can do still, since 
people ask for it, let them make of it ; but / don't see what it's to be. The 
only living art now left in England is Bil Is ticking, [l B80.] 

> [Previous to 1848, it must be remembered. Historians of modem British aichi' 
toctur« generally imia ISfil *s the date of a new em : see, e.g., James FtrgumKi't 
Hiitory of the Modem S^la qf ArchUeelure, vol. i. p. v. But there had bem nmt 
"stirriaK" before that dMe ; shoirn, for instance. In the incorporation (1837) of ^ 
Society of British Architects, and in the lan^e amount of interest taken in the le- 
bnildii^ and decoration of the Houses of rarliameiit (commenced in 1840). Tlie 
" Gothic revival " had also been started. In part bj the writingB of Pngin (for whom, 
see Hodem Painlert, vol. iiL app. iii.).] 
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§ 4. Now,^ in the first place — and this is rather an im- 
portant point — ^it is do agn of deadness in a present art that it 
borrows or imitates, but only if it borrows without paying 
interest, or if it imitates without choice. The art of a great 
nation, which is developed without any acquaintance with 
nobler examples than its own early efforts iumish, exhibits 
always the most consistent and comprehensible growth, and 
perhaps is regarded usually as peculiarly venerable in its 
self-origination. But there is something to my mind more 
majestic yet in the life of an architecture like that of the 
Lombards, rude and infantine in itself, and surrounded by 
fragments of a nobler art of which it is quick in admiration and 
ready in imitation, and yet so strong in its own new instincts 
that it re-constructs and re-arranges every fragment that it 
copies or borrows into harmony with its own thoughts, — a 
harmony at first disjointed and awkward, but completed in the 
end, and fused into perfect oiganisation ; all the borrowed 
elements bdng subordinated to its own primal, unchanged 
life. I do not know any sensation more exquisite than the 
discovering of the evidence of this magnificent struggle into 
independent existence; the detection of the borrowed thoughts, 
nay, the finding of the actual blocks and stones carved by 
other hands and in other ages, wrought into the new walls, 
with a new expression and purpose given to them, like the 
blocks of unsubdued rocks (to go back to our former simile * ) 
which we find in the heart of the lava current, great witnesses 
to the power which has fiised all but those calcined fragments 
into the mass of its homog^ieous fire. 

§ 5. It will be asked. How is imitation to be rendered 
healthy and vital ? Unhappily, while it is easy to enumerate 
the signs of life, it is impossible to define or to communicate 
life ; and while every intelligent writer on Art has insisted on 
the difference between the copying found in an advancing or 
recedent period, none have been able to communicate, in the 

[Tli0 MS. of the text from here down to middle of § S<" inconvenient") Is 
[f 3abo7e,p. 193.] 






;;■ Google 



1»6 THE SEVEN LAMPS OF ARCHITECTURE 

slightest degree, the force of vitality to the cc^yist over whom 
they might have influence. Yet it is at least interesting, if 
not profitable, to note that two very distinguishing characters 
of vital imitation are, its Frankness and its Audacity: its 
Frankness is especially singular ; there is never any effort to 
conceal the degree of the sources of its borrowing. Raffaelle 
carries off a whole figure from Masaccio, or borroi*^ an entire 
composition from Perugino,^ with as much tranquillity and 
simplicity of innocence as a young Spartan pickpocket ; * and 
the architect of a Romanesque basilica gathered his columns 
and cajtttals where he could find them, as an ant picks up 
sticks. There is at least a presumption, when we find this 
fr^nk acceptuice, that there is a sense within the mind of powa 
capable of transforming and renewing whatever it adopts ; and 
too conscious, too exalted, to fear the accusation of plagiarism,* 
— ^too certain that it can prove, and has proved, its independ- 
ence, to be afraid of expressing its homage to what it admires 
in the most open and indubitable way ; and the necessary con- 
sequence of this sense of power is the other sign I have named 
— the Audacity of treatment when it finds treatment necessary, 
the unhesitating and sweeping sacrifice of precedent whoe 
precedent becomes inconvenient For instance, in the char- 
acteristic forms of Italian Romanesque, in which the h3rpaethral 
portion of the heathen temple was replaced by the towering 
nave, and where, in consequence, the pediment of the west 
front became divided into three portions, of which the central 
one, like the apex of a ridge of sloping strata lifted by a 
sudden fault, was broken away from and raised above the 
wings ; there remained at the extremities of the aisles two tri- 
angular fragments of pediment, which could not now be filled 

' [Thui the " ExpuUioD " In the hiitoir of Adam and Eve, from Raphael'a dengn 
in the Lo^e of the Vstican, ie boirowea from MsEaccio'i fresco in the BrancMci 
Cliap«l at Rorence, and Raphael's " Spoultzio " at Milan ii g^enllj mippooed to ba 
•ImoBt a copy of Peruipno's, now tt Caen (though this theory has been contnti'erted 
by Mr. Berenson, in the OaxetU det Beauji Art*, April 1696).] 

' [For whote edacatjon in thieving for their food — punished only if they were 
detected in the act — see Xenophon's AnabatU, 4, 6, 14, and Flutarch'a Lgeurgtu, I?.] 

* [For Huikiu's views on the subject of plagiarism, see Modem Pamtert, roL iii., 
author's Appendix iii.] 
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by any of the modes of decoration adapted for the unbroken 
space; and the diiBculty became greater, when the central 
portion of the front was occupied by columnar ranges, which 
could not, without painful abruptness, terminate short of the 
extremities of the wings. I know not what expedient would 
h&ve been adopted by architects who had much respect for 
precedent, under such circumstances, but it certainly would 
not have been that of the Fisan, — ^to continue the range of 
columns into the pedimental space, shortening them to its 
extremity until the shaft of the last column vanished alto- 
gether, and there remained only its capital resting in the 
angle on its basic plinth. I raise no question at present 
whether this arrangement be graceful or otherwise; I allege 
it only as an instance of a boldness almost without a parallel, 
casting aside every received principle that stood in its way, 
and struggling through every discordance and difficulty to the 
fulfilment of its own instincts. 

§ 6. Frankness, however, is in itself no excuse for repeti- 
tion, nor Audacity for innovation, when the one is indolent 
and the other unwise. Nobler and surer signs of vitahty 
must be sou^t, — signs independent ahke of the decorative or 
original character of the style, and constant in every style 
that is determinedly progressive.' 

Of these, one of the most important I beUeve to be a 
certain neglect or contempt of refinement in execution, or, 
at all events, a visible subordination of execution to concep- 
tion, conmionly involuntary, but not un£^uenUy intoitionaL 
This is a point, however, on which, while I speak confidentiy, 
I must at the same time speak reservedly and carefully, 
as there would otherwise be much chance of my being 
dangerously misimderstood. It has been truly observed, and 
well stated, by Lord Lindsay,* that the best designers of Italy 
were also the most careful in their workmanship; and that 

' [The MS. addi a note: "Cooler On»gn»'» fine workmaiuhip — oppose the 
•tiidies nnd iketches, ideas aDd efforts rudelj worked."] 

■ [SlcelelietriftheBUoryqfChHMtian Art, 1847, voL iii. pp. 148-140; the pawage ii 
quoted and commented upon in Ruakiu'B review of the bcKik (On the Old Bead, 1890, 
roL i. § BO).] 
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^e stability and finish of their masonry, mosaic, or other woric 
whatsoever, were always perfect in proportioD to 
the appareait improbability of the great designers 
condescending to the care of details among us so 
despised. Not only do I fiilly admit and reassert 
this most important fact, but I would insist upon 
perfect and most delicate finish in its right place, 
as a characteristic of all the highest schools of 
architectm«, as much as it is of those of punting.* But 
on the other hand, as perfect finish bdongs to the perfected 
art, a pn^ressive finish bdongs to progressive art ; and I do 
not think that any more &tal sign of a stupor or numbness 
settling upon that undeveloped art could possibly be detected, 
than that it had been taken aback by its own execution, and 
that the workmanship had gone ah^d of the design ; while, 
even in my admission of absolute finish in the right place, 
as ui attribute of the perfected school, I must reserve to 
myself the ri^t of answCTing in my own way the two very 
important questions — what is finish ? and what is its ri^t 
place? 

§ 7. But in illustrating either of these points, we must re- 
member that tiie correspondence of workmanship with thought 
is, in existent examples, interfered with by the adoption of the 
designs of an advanced period by the workmen of a rude 
one. All the beginnings of Christian architecture are of this 
kind, and the necessary consequence is of course an increase 
of the visible interval between the power of realization and 
the beauty of the idea. We have at first an intimation, 
almost savage in its rudeness, of a classical design ; as the 
art advances, the design is modified by a mixture of Gothic 
grotesqueness, and the execution more complete, until a 
harmony is established between the two, in which balance 

1 [The t«xt of this whorinii, to bUck-lettar in the 1880 edition, ia from " It hM 
been trulf obwired , . . down to the end of § 6.] 

* [For a general mminarf of Riuldn's viewi on finish in art, see Modem P<d»len, 
▼ol. T. pt iz. ch. vii. g 21 n. He there refera to this panage, and to hia Mleetiou tS 
the Campanile of Giotto, in the preceding chapter (§ 43, p. 187), " as the model and 
nirrorot perfect architecture juHt on account of its exquisite completion."] 
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they advance to new perfection. Now diiring the whole 
period in which the ground is heing recovered, there will be 
found in the living architecture marks, not to be mistaken, 
of intense impatience ; a struggle towards something un- 
attained, which causes all minor points of handling to be 
neglected ; and a restless disdain of all qualities which appear 
either to confess contentment, or to require a time and care 
which mi^t be better spent. And, exactly as a good and 
earnest student of drawing will not lose time in ruling lines 
or finishing backgrounds about studies which, while they have 
answered his immediate purpose, he knows to be imperfect 
and inferior to what he will do hereafter, — so the vigour of a 
true school of early architecture,^ which is either working 
under the influence of high example or which is itself in a 
state of rapid development, is very curiously traceable, among 
other signs, in the contempt of exact symmetry and mea- 
surement, which in dead architecture are the most painful 
necessities. 

§ 8. In Plate XII., fig. 1, I have given a most singular 
instance both of rude execution and defied symmetry, in the 
little pillar and spandrel from a panel decoration under the 
pulpit of St. Mark's at Venice. The imperfection (not mo^y 
simplicity, but actual rudeness and ugliness) of the leaf orna- 
ment will strike the eye at once : this is general in works of 
the time, but it is not so common to find a capital which has 
been so carelessly cut; its imperfect volutes being pushed 
up one side far higher than on the other, and contracted on 
that side, an additional drill hole being put in to fill the space ; 
besides this, the member a of the moulding, is a roll where it 
follows the arch, and a fiat fillet at a ; the one being slurred 
into the other at the angle 6, and finally stopped short alto- 
gether at the other side by the most uncourteous and remorse- 
less interference of the outer moulding: and in spite of all 
this, the grace, proportion, and feeling of the whole arrange- 
ment are so great, that, in its place, it leaves nothing to be 

> [From here down to klmost the end of g 8 ("Kmietimca") tb« MS. b affain 
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desired ; all the science and symmetry in the world could not 
beat it In fig. 4 I have endeavoured to ^ve some idea of 
the execution of the subordinate portions of a much high^ 
woric, the pulpit of St Andrea at Pistoga, by Nicolo Pisana' 
It is covered with figure sculptures, executed with great care 
and delicacy ; but when the sculptor came to the simple arch 
mouldings, he did not choose to draw the eye to them by over 
precision of work or over sharpness of shaidow. The section 
adopted, k, m, is peculiarly simple, and so slight and obtuse 
in its recessions as never to produce a sharp line; and it is 
worked with what at first appears slovenhness, but is in fact 
sculptural sketching; exactly correspondent to a painter's li^t 
execution of a background: the Unes appear and disappear 
again, are sometimes deep, sometimes shallow, sometimes 
quite broken off; and the recession of the cusp joins that of 
the external arch at n, in the most feaxless defiance of all 
mathematical laws of curvilinear contact 

§ 9. There * is something very delightfiil in this bold expres- 
sion of the mind of the great master. I do not say that it is 
the *' perfect work " of patience,' but I think that impatience is 
a glorious character in an advancing school : and I love the 
Romanesque and early Gothic especially, because they afford 
so much room for it ; accidental carelessnesses of measure- 
ment or of execution being mingled undistinguishably with 
the purposed departures from symmetrical re^larity, and the 
luxuriousness of perpetually variable fancy, which are emi- 
nently characteristic of both styles. How great, how frequent 
they are, and how brightly the severity of architectural law is 
relieved by their grace and suddenness, has not I think, been 
enough observed ; still less, the unequal measurements of even 
important features professing to be absolutely symmetrical. 
I am not so familiar with modem practice as to speak with 
confidence respecting its ordinary precision ; but I imagine 

1 [See Vol. IV. p. 300 n. for Miotber reference to the PurtoJK pulpit, Niccolo 
PImho's pul^t at Piw ia deacrib«d uid illnatrated in Val ifAmo.] 

' [The varwoti of the MS. of gg ft leqq. dovD almoit to the eud of the chapter are 
fewer ■nd leM important than Diual.l 

•[J«»»i.4.] 
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that the following measures of the western front of the cathe- 
dral of Pisa, would be looked upon by present architects as 
very blundering approximations. That front is divided into 
seven arched compartments, of which the second, fourth or 
central, and sixth contain doors ; the seven are in a most subtle 
alternating proportion ; the central being the largest, next to 
it the second and sixth, then the first and seventh, lastiy the 
third and fifth. By this forangemexit, of course, these three 
pfuis should be equal; and they are so to the eye, but I 
found their actual measmes to be the following, taken from 
pillar to pillar, in Italian braccia, palmi (four inches each), and 
inches : ' — 

Total in 
Bntoda. PalmL looliu. Inofaa*. 

.8 o igs 

6 S 1} - 157^ 



1. Central door . 

S. Nortfaem door ) 

S. Southern door ) 

4. Extreme northern apace 1 

- " ■ ■ e/ 



148^ 



5. Extreme southern space , 

6. Northern intervals between the doors 

7. Soatbem intervals between the doors / 5 S ^i = '^91 

There is thus a difference, severally, betwe^i 2, 8 and 4, 
5, of five inches and a half in the one case, and five inches in 
the other. 

§ 10. This, however, may perhaps be partly attributable to 
some accommodation of the accidental distortions which evi- 
dently took place in the walls of the cathedral during their 
building, as much as in those of the campanile. To my mind, 
those of the Duomo are far the more wonderful of the two ; I 
do not believe that a single pillar of its walls is absolutely 
vertical : the pavement rises and &lls to different heights, or 
rather the plinth of the walls sinks into it continually to dif- 
ferent depUis, the whole west frtmt literally overhangs, (I have 
not plmnbed it ; but the inclination may be seen by the eye, 
by bringing it into visual contact with the upright pilasters of 
the Campo Santo :) and a most extraordinary distortion in the 
masonry of the southern wall shows that this inclination had 
> [See below, p. 275, for an allnilon to this table of measurementi.] 
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begun when the first storey was built. The cornice above the 
first arcade of that wall touches the tops of eleven out of its 
fifteen arches ; but it suddenly leaves the tops of the four 
westernmost ; the arches nodding westward and sinking into 
tile ground, while the cornice rises (or seems to rise), leaving at 
any rate, whether by the rise of the one or the fall of the 
other, an interval of more than two feet between it and the 
top of the western arch, filled by added courses of masonry. 
There is anotha: very curious evidence of this struggle of the 
architect with his yielding wall in the columns of the main 
entrance. (These notices are perhaps somewhat irrelevant to 
our immediate subject, but they appear to me hij^y intnest- 
ing ; and they, at all events, prove one of the poi ntson which 
I would insist, — how much of imperfection and variety in 
things professing to be symmetrical the ^es of those eager 
builders coiUd endure ; they looked to loveliness in detail, to 
nobility in the whole, never to petty measurements.) Those 
columns of the principal entrance are among the loveliest in 
Italy ; cylindrical, and decorated with a rich arabesque of 
sculptured foliage, which at the base extends nearly all round 
them, up to the black pilaster in which they are lightly en- 
gaged : but the shield of foliage, bounded by a severe line, 
narrows to their tops, where it covers their frontal segment 
only ; thus giving, when laterally seen, a terminal line sloping 
boldly outwards, which, as I think, was meant to conceal the 
accidental leaning of the western walls, and, by its exaggerated 
inclination in the same direction, to throw them by comparison 
into a seeming vertical 

§ 11. There is another very curious instance of distorticm 
above the central door of the west front. All the inten^als 
between the seven arches are filled with black marble, each 
containing in its centre a white parallelogram filled with 
animal mosucs, and the whole surmounted by a broad ^riiite 
band, which, generally, does not touch the parallel(^ram 
below. But the parallelogram on the north of the central arch 
has been forced into an oblique position, and touches the 
white band ; and, as if the architect was determined to show 
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that he did not care whether it did or not, the white band 
suddenly gets thicker at that place, and remains so over 
the nert two arches. And these differences are the more 
fnnrious because the workmanship of them all is most finished 
and masterly, and the distorted stones are fitted with as much 
neatness as if they tallied to a hair's breadth. There is no 
look of slurring or blundering about it ; it is all coolly filled in, 
as if tiie builder had no sense o( anything being wrong or 
extraordinary ; I only wish we had a httle of his impudence. 

§ 12. StiU, the n^der will say that all these variations are 
probably dependent more on the bad foundation than on the 
architect's feelings. Not so the exquisite delicacies of change 
in the proportions and dimensions of the apparently symmet- 
rical arcades of the west front. It will be remembered that I 
said the tower of Pisa was the only ugly tower in Italy,^ because 
its tiers were equal, or nearly so, in height, a fault this, so 
contrary to the spirit of the builders of the time, that it can 
be considered only as an unlucky caprice. Perhaps the gene- 
ral aspect of the west £ront of the cathedral may then have 
occurred to the reader's mind, as seemingly another contra- 
diction of the rule I had advanced. It would not have been 
so, however, even had its four upper arcades been actually 
equal ; as they are subordinated to the great seven-arched 
lower storey, in the manner before noticed respecting the spire 
of Salisbury,* and as is actually the case in the Duomo of 
Lucca and Tower of Pistoja. But the Pisan front is far 
more subtly proportioned. Not one of its four arcades is of 
like height with another. The highest is the third, counting 
upwards ; and they diminish in nearly arithmetical proportion 
alternately; in the order 8rd, 1st, 2nd, 4th. The inequalities 
ill their arches are not less remarkable : they at first strike the 
eye as all equal ; but there is a grace about them which 
equality never obtained : on closer observation, it is perceived 
that in the first row of nineteen arches, eighteen are equal, 
and the central one larger than the rest ; in the second arcade, 

> [See nbore, p. 168.1 
) [See tbove, p. 167.] 
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the nine central arches stand over the nine below, having, like 
them, the ninth central one largest But on their flanks, 
where is the slope of the shoulder-like pediment, the arches 
vanish, and a wedge-shaped &ieze takes their place, tapering 
outwards, in order to allow the columns to be carried to the 
extremity of the pediment ; and here, where the heights of the 
shafts are so fast shortened, they are set thicker ; five shafts, 
or rather four and a capital, above, to four of the arcade below, 
^ving twenty-one intervals instead of nineteen. In the next 
or third arcade, — which, remember, is the highest, aght arches, 
all equal, are given in the space of the nine below, so that there 
is now a central shaft instead of a central arch, and the span 
of the arches is increased in proportion to their increased 
height. Finally, in the uppermost arcade, which is the lowest 
of all, the arches, the same in number as those below, are 
narrower than any of the fa^de; the whole eight going 
very neu'ly above the six below them, while the terminal arches 
of the lower arcade are surmounted by flanloDg masses of 
decorated wall with projecting figures. 

§ 18. Now I call that Living Architecture. Thae is soisa- 
tion in every inch of it, and an accommodation to every archi- 
tectural necessity, with a determined variation in arrangement, 
which is exactly like the related proportions and provisions in 
the structure of organic form. I have not space to examine 
the still lovelier proportioning of the extenul shafts of the 
apse of this marvellous building, I prefer, lest tiie reado* 
should think it a peculiar example, to state the structure of 
another church, the most graceful and grand piece of Roman- 
esque work, as a fragment, in north Italy, that of San 
Giovanni Evangelista, at Fistoja.^ 

The side of tiiat church has three storeys of arcade, 
diminishing in height in bold geometrical proportion, while 
the arches, for the most part, increase in number in arith- 
metical, i.e. two in the second arcade, and three in the third, to 
one in the first. Lest, however, this arrangement should be 

> [For another reference to thia choroh in the nine aenee, see StonM »/ Fmkt 
vol i. ch. xix. § 10.] 
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too fonnal, of the fourteen arches in the lowest series, that 
which contains the door is made larger than the rest, and is 
not in the middle, but the sixth from the West, leaving fire 
on one side and eight on the other. Farther: this lowest 
arcade is terminated by broad flat pilasters, about half the 
width of its arches ; but the arcade above is continuous ; only 
the two extreme arches at the west end are made larger than 
all the rest, and instead of coming, as they should, into the 
space of the lower extreme arch, take in both it and its broad 
pilaster. Even this, however, was not out of order enough to 
satisfy the architect's eye ; for there were still two arches 
above to each single one below: so, at the east end, where 
there were more arches, and the eye might be more easily 
cheated, what does he do but narrow the two extreme lower 
arches by half a braccio ; while he at the same time slightly 
enlarged the upper ones, so as to get only seventeen upper to 
nine lower, instead of eighteen to nine. The eye is thus 
thoroughly confused, and the whole building thrown into one 
mass, by the curious variations in the adjustments of the 
superimposed shafts, not one of which is either exactly in, or 
positively out of, its place ; and to get this managed the more 
cunningly, there is from an inch to an inch and a half of 
gradual gain in the space of the four eastern arches, besides 
the confessed half braccio. Their measures, counting from the 
east, I found as follows : — 

Bnwda. TtiaA, Inohw. 
1st ■ . S I 

Snd . .3 2 

Srd . . S 3 2 

4th . .3 S 3^ 

The upper arcade is managed on the same principle: it 
looks at first as if there were three arches to each under pair ; 
but there are, in reality, only thirty-eight (or thirty-seven, I 
am not quite certain of this number) to the twenty-seven 
below ; and the colimms get into all manner of relative posi- 
tions. Even then, the builder was not satisfied, but must 
needs carry the irregularity into the spring of the arches, and 
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actually, while the general effect is of a symmetrical arcade, 
there is not one of the arches the same in height as another; 
their tops undulate all along the wall like wares along a 
harbour quay, some nearly touching the string course above, 
and others fciUing from it as much as fire or six inches. 

§ 14. Let us next examine the plan of the west front of 
St Mark's at Venice, which, though in many respects im- 
perfect, is in its proportions, and as a piece of rich and fantastic 
colour, as lovely a dream as ever filled human imagination.^ It 
may, perhaps, however, interest the reader to hear one opposite 
opinion upon this subject ; and after what has been urged in 
the preceding pages respecting proportion in general, more 
especially respecting the wrongness of balanced cathedral 
towers and other regular designs, together with my frequent 
references to the Doge's palace, and campanile of St. Mark's,* 
as models of perfection, and my praise of the former especially 
as projecting above its second arcade, the following extracts 
from the journal of Woods * the architect, written on his arrival 
at Venice, may have a pleasing freshness in them, and may 
show that I have not been stating principles altogether trite 
or accepted. 

" The strange looking chiuch, and the great ugly campa- 
nile, could not be mistaken. • • * The exterior of this church 
surprises you by its extreme ugliness, more than by any thing 
dse." 

'* The Ducal Palace is even more ugly than any thing I 
have previously mentioned. Considered in detail, I can 
imagine no alteration to make it tolerable ; but if this lofty 
wall had been set back behind the two stroeys of little arches, 
it would have been a very noble production." 

' [Rotkiti returned to thii nibject of the proportions of the &cade of St. Mark's in 
8lOM» of Venice, rol. il ch. r.M II, 12.] 

* [See above, pp. Ill, 187.1 

' [The Mme is miflpriitted "Wood" !n all prerious editioiu. The refeiencea are 
to Jowph Woodi (1779-1864), architect and botanist, whoae Letter* of an AreUttei 
from France, Itaiy, and Greece appeared in two Tolumee in 1828. Hie pasaagee cited in 
§ 14 will be found (1) in vol. i. pp. 255, 256 (iwteriski have in this edition been inserted 
whei« Riuldn omitted words) ; (2) i. 261 ; (3) i. 262 : (4) l 280 ; (5) i. 487 (aaterisks 
here ineerted). Woods' opinion of St Marlt ■ la referred to again In Stone* mf Va^ee, 
Tol. iL ch. iv. i 28.] 
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After more observations on " a certain justness of propor- 
tion," and on the appearance of riches and power in the church, 
to which he ascribes a pleasing effect, he goes on: "Some 
persons are of opinion that irregularity is a necessary part of 
its excellence. I am decidedly of a contrary opinion, and am 
convinced that a regular design of the same sort would be far 
superior. Let an oblong of good wrhitecture, but not very 
showy, conduct to a fine cathedral, which should appear 
between two lofty towers and have two obeSaks in front, and 
on each side of this cathedral let otiier squares partially open 
into the first, and one of these extend down to a harbour or 
sea shore, and you would have a scene which mi^t challenge 
any thing in existence." 

Why Mr. Woods was unable to enjoy the colour of St. 
Mark's, or perceive the majesty of the Ducal palace, the reader 
win see after reading the two following extracts regarding the 
Caracci and Michael Angelo. 

" The pictures here (Bolt^na) are to my taste far preferable 
to those of Venice, for if the Venetian school surpass in colour- 
ing and, perhaps, in composition, the Bolognese is decidedly 
superior in drawing and expression, and the Caraccis sMtie here 



''What is it that is so much admired in this artist (M. 
Angelo) ? * * * Some contend for a grandeur of composition 
in the lines and disposition of the figures ; this, I confess, I 
do not comprehend ; yet, while I acknowledge the beauty of 
certain forms and proportions in architecture, I cannot con- 
sistently deny that similar merits may exist in painting, 
though I am unfortimately unable to appreciate them." 

I think these passages very valuable, as showing the effect 
of a contracted knowledge and &lse taste in painting upon an 
architect's understanding <^ his own art ; and especially with 
what curious notions, or lack of notions, about proportion, that 
art has been sometimes practised. For Mr. Woods is by no 
means unintelligent in his observations generally, and his criti- 
cisms on classical art are often most valuable. But those who 
love Titian better than the Caracci, and who see something 
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to admire in Michael Angelo, will, perhaps, be willing to 
proceed with me to a charitable examination of St. Mark's. 
For, although ^ the present course of European events * affords 
us some chance of seeing the changes proposed by Mr. Woods 
carried into execution, we may still esteem ourselves fmtunate 
in having first known how it was left l^ the builders of the 
eleventh century.* 

§ 15. The entire front is composed of an upper and lower 
series of arches, enclosing spaces of wall decorated with 
mosaic, and supported on ranges of shafts of which, in the 
lower series of arches, there is an upper range superimposed 
on a lower. Thus we have five vertical divisions of the 
fa^de ; i.e. two ti^^ of shafts, and the arched wall they bear, 
below; one tier of shafts, and the arched wall they bear, 
above. In order, however, to bind the two main divisions 
together, the central lower arch (the main entrance) rises 
above the level of the gallery and balustrade which crown the 
lateral arches. 

The proportioning of the columns and walls of the lower 
storey is so lovely and so varied, that it would need pages of 
description before it could be fully understood ; but it may be 
generally stated thus : The height of the lower shafts, upper 
shafts, and wall, being severally expressed by a, b, and c, then 
a:c : : c '.b (a being the highest) ; and diameter of shaft b is 
generally to the diameter of shaft a as height 6 is to b«^t 
a, or something less, allowing for the large plinth which 
diminishes the apparent height of the upper shaft : and when 
this is their proportion of width, one shaft above is put above 
one below, with sometimes another upper shaft interposed: 
but in the extreme arches a single under shaft bears two 
upper, proportioned as truly as the boughs of a tree ; that is 
to say, the diameter of each upper - 1 of lower. There beidg 

1 [The MS. is again miwing from here to the end of the first puagrapb of 
§16("arche«").] 

* [The date was 1848-1849, when the first war of Italian independence was in pro- 
ffreae. In 1348, soon after this book appeared, the Aiutrians bedeged and re-took 
Venice.] 

* [For the datei of St' Mark's, see Stottet qf Feniee, vol. i. (pre&ce to ed. 1), and 
voL ii. ch. Iv. g fi.] 
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thus the three tenns of proportion gained in the lower storey, 
the upper, while it is only divided into two main members, in 
order that the whole height may not be divided into an even 
number, has the third term added in its pinnacles. So fiir of 
the vertical division. The lateral is still more subtle. There 
are seven arches in the lower storey ; and, calling the central 
arch a, and counting to the extremity, they diminish in the 
alternate order, a, c, b, d. The upper storey has five arches, 
and two added pinnacles ; and these diminish in regular order, 
the central being the largest, and the outermost the least 
Hence, while one proportion ascends, another descends, like 
parts in music ; and yet the pyramidal form is secured for the 
whole, and, which was another great point of attention, none 
of the shafts of the upper arches stand over those of the lower. 

§ 16. It might have been thought that, by this plan, 
enough variety had been secured, but the builder was not 
satisfied even thus : for — and this is the point beuing on Ihe 
present part of our subject — always calling the central arch a, 
and the lateral ones b and c in succession, the northern b and c 
are considerably wider than southern b and c, but the southern 
rf is as much wider than the northern d, and lower beneath its 
cornice besides; and, more than this, I hardly beUeve that 
one of the eflFectively symmetrical members of the fe^e is 
actually symmetrical with any other. I regret that I cannot 
state the actual measures. I gave up the taking them upon 
the spot, owing to thdr excessive complexity, and the embar- 
rassment caused by the yielding and subsidence of the arches. 

Do not let it be supposed that I imagine the Byzantine 
workmen to have had these various principles in their minds 
as they built. I believe they built altogether from feeling, 
and that it was because they did so, that there is this marvel- 
lous life, changefiilness, and subtlety running through their 
evay arrangement ; and that we reason upon the lovely build- 
ing as we ^ould upon some fair growth of the trees of the 
earth, that know not their own beauty. 

§ 17. Perhaps, however, a stranger instance than any I 
have yet given, of the daring variation of pretended syrameiiy, 
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is found in the front of the Cathedral of Bayeux. It conasts 
of fire arches with steep pediments, the outermost filled, the 
three central with doors ; and they appear, at first, to diminish 
in r^ifular proportion from the principal one in the centre. 
The two lateral doors are very curiously managed. The 
tympana of their arches are filled with bas-relie& in four tiers ; 
in the lowest tier thwe is in each a little temple or gate con- 
taining the principal figure (in that on the right, it is the gate 
of Hades with Lucifer). This little temple is carried, like a 
capital, by an isolated shaft which divides the whole arch at 
about I of its breadth, the larger portion outmost; and in 
that larger portion is the inner entrance door. This exact 
correspondence, in the treatment of" both gates, might lead us 
to expect a correspondence in dimension. Not at alL The 
small inner northern entrance measures, in English feet and 
inches, 4 ft. 7 in. from jamb to jamb, and the southern, 5 ft 
exactly. Five inches In five feet is a considerable variation. 
The outer northon porch measures, from fiice shaft to &ce 
shaft, 18 ft 11 in., and the southern, 14 ft. 6 in. ; £^ving a 
difference of 7 in. on 14^ ft. There are also variations in 
the pediment decorations not less extraordinary. 

§ 18. I imag^e I have g^ven instances enou^ though I 
could multiply them indefinitely, to prove that these variations 
are not mere blunders, nor carelessnesses, but the result of a 
fixed scorn, if not dislike, of accuracy in measurements ; and, 
in most cases, I believe, of a determined resolution to woi^ 
out fui effective symmetry by variations as subtle as those 
of Nature. To what lengths this principle was sometimes 
carried, we shall see by the veiy singular management of the 
towers of Abbeville. I do not say it is right, still less tiiat 
it is wrong, but it is a wonder&l proof of '^e fearlessness 
of a living architecture; for, say what we will of it, that 
Flamboyant of France, however morbid, was as vivid and 
intense in its animation as ever any phase of mortal mind; 
and it would have lived till now, if it had not taken to telling 
lies.' I have before noticed the general difficulty of managing 

* [See above, concluding §§ of ch. ii., pp. 87-00,] 
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even lateral dlrision,^ whoi it is into two equal parts, unless there 
be some third reconciling member. I shall give, hereafter, 
more examples of the modes in which this reconciliation is 
e£fected in towers with double lights : * the Abbeville architect 
put his sword to the knot perhaps rather too sharply. Vexed 
by the want of imity between his two windows, he literally 
lud their heads tf^ether, and so distorted their ogee curves, 
as to leave only one of the trefoiled panels above, on the inner 
side, and three on the outer side of each arch. The arrange- 
ment is given in Plate XII., fig. 8. Associated with the 
various imdulation of flamboyant ciures below, it is in the 
real tower hardly observed, while it lands it into one mass 
in general effect Granting it, however, to be ugly and 
wrong, I like sins of the kiiKl, for the sake of the courage it 
requires to commit them. In Plate II. (part of a small chapel 
attached to the West &ont of the Cathedral of St L6), the 
reader will see an instance, &om the same uchitecture, of a 
violation of its own principles for the sake Of a peculiar 
meaning. If there be any one feature which the flamboyant 
architect loved to decorate richly, it was the niche — it was 
what the capital is to the Corinthian order; yet in the case 
before us there is an ugly beehive put in the place of the 
{wincipal niehe of the arch. I am not sure if I am ri^t in my 
interpretation of its meaning, but I have little doubt that 
two figures below, now broken away, once represented an 
Annunciation ; and on another part of the same cathedral, I 
find the descent of the Spirit, encompassed by rays of light, 
represented very nearly in the form of the niche in question ; 
which appears, therefore, to be intended for a representation 
of this efiulgence, while at the same time it was made a 
canopy for the delicate figures below. Whether this was its 
meaning or not, it is remarkable as a daring departure from 
the common habits of the time. 

§ 19. Far more splendid is a license taken with the niche 
decoration of the portal of St. Maclou at Rouen. The subject 

> tSee above, eh. It. g§ 28, 29, pp. 168-169.] 

■ [To thji luttject, howerer, RuiIud fo^ot to revert] 
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of the tympanum bas-relief is the Last Judgmoit, and fte 
sculpture of the Infemo side is carried out with a d^riee of 
power whose fbarfiil grotesqueness I can only describe as t 
mingling of the minds of Orcagna and Hogarth. The demons 
are perhaps even mare awjul than Orcagna's ; ^ and, in some of 
the expressions of debased hiunanity in its utmost despair, 
the English painter is at least equalled. Not less wild is the 
imagination which gives fiuy and fear even to the placing of 
the figures. An evil angel, poised on the wing, drives the 
condemned troops firom before the Judgment seat; with his 
left hand he drags behind him a cloud, which he is spreading 
like a winding-sheet over them all ; but they are urged by him 
so furiously, that they are driven not merely to the extrmie 
limit of that scene, which the sculptor confined elsewhere 
within the tympanum, but out of the tympanum and tTito the 
ruches of the arch ; while the flunes that follow them, bent by 
the blast, as it seems, of the angel's wings, rush into the 
niches also, and burst up through thdr tracery, the three 
lowermost niches being represented as all on fire, while, 
instead of their usual vaulted and ribbed ceiling, there is a 
demon in the roof of each, with his wings folded over it, 
grinning down out of the black shadow. 

§ 20. I have, however, given enough instances of vitality 
shown in mere daring, whether wise, as surely in this last 
instance, or inexpedient; but, as a single example of the 
Vitality of Assimilation, the faculty which turns to its 
purposes all material tiiat is submitted to it, I would refer the 
reader to the extraordinary colunms of the arcade on the south 
side of the Cathedral of Ferrara.' A single arch of it is given 
in Plate XIII. on the ri^t [fig. 2]. Four such arches form- 
ing a group, there are interposed two pairs of columns, as 
seen on tiie left of the same plate [fig. 1} ; and then come 
another four arches. It is a long arcade of, I suppose, 

' [For nfereaces to Orcagna's demoiu, tea Modtm PaiMien^ toL ii., in Vol. IV. 
pp. 1S9, 201 of this edition.] 

' [For another re&rence to these shafts, see Slonet of Venice, vol 1. cb. xxn. 
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not less than forty arches, perhaps of many more; and in 
die grace and simplicity of its stilted Byzantine curves I 
hardly know its equal. Its like, in fancy of column, I 
certainly do not know; there being hardly two correspon- 
dent, and the architect having been ready, as it seems, to 
adopt ideas and resemblances from any sources whatsoever. 
The vegetation growing up the two columns is fine, though 
bizarre ; the distorted pillars beside it suggest images of 
less agreeable character ; the serpentine arrangements founded 
on the usual B^antine double knot are generally graceful; 
but I was puzzled to account for the excessively ugly type 
of the pillar, fig. 8, one of a group of four. It so happened, 
fortunately for me, that there had been a {air in Ferrara ; 
and, when I had finished my sketch of the pillar, I had 
to get out of the way of some merchants of miscellaneous 
wares, who were removing their stall. It had been shaded 
by an awning supported by poles, which, in order that 
the covering might be rused or lowered according to the 
height of the sun, were composed of two separate pieces, 
fitted to each other by a rack, in which I beheld the 
prototype of my ugly pillar. It will not be thought, aft^ 
what I have above said of the inexpedience of imitating 
anything but natural form, that I advance this architect's 
{ffactice as altogether exemplary; yet the humility is in- 
structive, which condescended to such sources for motives 
of thought, the boldness, which could depart so far from 
all established types of form, and the life and feeling, which 
out of an assemblage of such quaint and uncouth materials, 
could produce an harmonious piece of ecclesiastical archi- 
tecture. 

§ 21. I have dwelt, however, perhaps, too long i^on 
that form of vitality which is known almost as much 
by its errors as by its atonements for them. We must 
briefly note the operation of it, which is always right, and 
always necessary, upon those lesser detiuls, where it can 
neither be superseded by precedents, nor repressed by pro- 
prieties. 
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I said, early in this essay, that hand-work mi^t always 
be known from machine-work;* observing, how- 
'^'^ ever, at the same time, that it was possible for 
men to turn themselves into machines, and to 
mutt be/^ reduce their labour to the machine level ; but so 
^^*^*-* long as men work cut men, putting their heart 
into what th^ do, and doing their b^ it matters 
not how bad workmen they may be, there will be that in 
the handling which is above all price: it will be plainly 
seen that some places have been delighted in more than 
others — that there have been a pause, and a eare about 
them ; and then there will come careless bits, and fast 
bits ; and here the chisel will have struck hard, and there 
li^tly, and anon timidly; and if the man's mind as well 
as his heart went with his work, all this will be in the 
right places, and each part will set off the other; and the 
effect of the whole, as compared with the same design cut 
by a machine or a lifeless tumd, will be like that of poetry 
well read and deeply felt to that of the same verses jangled 
by rote. There are many to whom the difference is imper- 
ceptible ; but to those who love poetry it is everything — 
they had rather not hear it at all, than hear it ill read ; and 
to those who love Architecture, the life and accent c^ the 
hand are everything. They had rather not have omament 
at all, than see it ill cut — deadly cut, that is. I cannot 
too often repeat, it is not coarse cutting, it is not blunt 
cutting, that is necessarily bad ; but it is cold cutting — 
the look of equal trouble everywhere — ^the smooth, difiiised 
tranquilhty of heartless pains — the r^ularity of a plough 
in a level field. The chill is more likely, indeed, to show 
itself in finished woric than in any other — men cool uid tire 
as they complete : and if completeness is thought to be 
vested in pol^h, and to be attainable l^ help of sand paper, 
we may as well give the work to the engine lathe at once. 



^ . . .._. . . ii Mborimi, in black-letter in tbe 1880 edition, ia from "I au 
early in this easay . . .' down to " oftener got hy roug^ than by fine baudling."] 



< [See above, ob. iL §g 19, 20, pp. 81, 84.] 

■ [^e text of tbii Mborinn, in black-lettei 

i_ — *!.!. '' J 1. II -a • uy rowgn uun o; 
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But ri^ finish is simply the full rendering of the intended 
impression; and hi^ finish is the rendering of a well in- 
tended and vivid impression ; and it is oftener got by rough 
than fine handlingj I am not sure whether it is frequenUy 
enough observed th&t sculpture is not the mere cutting 
of the Jmyn of any thing in stone ; it is the cutting of the 
effect of it. Very ofloi Sie true form, in the marble, would 
not be in the least like itsel£ The sculptor must paint 
with his chisel: half his touches are not to realize, but to 
put power into, the form: they are touches of li^t and 
shadow ; and raise a ridge, or siidc a hollow, not to represent 
an actual ridge or hollow, but to get a line of light, or a 
^ot of darkness. In a coarse way, this kind of execution 
is very marked in old French woodwork; the irises of the 
eyes of its chimeric monsters being cut boldly into holes, 
which, variously placed, and always dark, give all kinds 
of strange and startling expressions, averted and askance, 
to the fantastic countenances. Perhaps the highest examples 
of this kind of sculpture-painting are the works of Mino 
da Fiesole ; their best ^ects being reached by strange 
angular, and seemingly rude, touches of the chiseL The 
lips of one of the c^dren on the tombs in the church of 
the Badia,' appear only half finished when they are seen 
close ; yet the expression is farther curied, and more ineffable, 
than in any piece of marble I have ever seen, espedally 
considering its delicacy, and the softness of the child-features. 
In a sterner kind, that of the statues in the sacristy of 
St. Lorenzo' equals it, and there again by incompletion. 
I know no example of work in which the forms are abso- 
lutely true and complete where such a result is attained; 
(in Greek sculptures it is not even attempted.*) 

* The sentence in parentbe^ is entirely false ; all the rest of the pars- 
gnph true and important The manner of the Greek In chiselling has since 
been examined at lenKth in my Aratra PenleSd. [1880, when the words were 
placed in parenthesis.] 

1 ^M the description, from Rntlcin's note-book of 1S4S, given in Vol. IV. p. 280 n.] 

* [For Ruskin'i admiration of theae works by Michael Aii^o, see Modem tStintert, 
vol. it.. Vol. IV. p. 282 of this edition.] 
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§ 22. It is evident that, for architectural appliances, such 
masculine handling, likely as it must be to retain its effective- 
ness when higher finish would be injured by time, must alwajrs 
be the most expedient ; and as it is impossible, even were 
it desirable, that the highest finish should be given to the 
quantity of work which covers a large building, it will be 
understood how precious the Intelligence must become, idiich 
renders incompletion itself a means of additional expression ; 
and how great must be the difference, when the touches axe 
rude and few, between those of a careless and those of a re- 
gardful mind. It is not easy to retain anything of their char- 
acter in a copy ; yet the reader will find one or two illustrative 
points in the examples, given in Plate XIV., from the bas- 
reliefs of the north door of Houen CathedraL There are three 
square pedestals under the three main niches on each side of it, 
and one in the centre ; each of these being on two sides deco- 
rated with five quatrefoiled panels. There are thus sevHity 
quatrefoils in the lower ornament of the gate alone, without 
counting those of the outo* coiurse round it, and of the 
pedestals outside : each quatrefoil is filled with a bas-rdief, the 
whole reaching to something above a man's height. A modem 
architect would, of course, have made all the five quatrefoils of 
each pedestal-side equal : not so the MedieevaL The genial 
form being apparently a quatrefoil composed of semicircles on 
the sides of a square, it will be found on examination that 
none of the arcs are semicircles, and none of the basic figures 
squares. The latter are rhomboids, having their acute or 
obtuse angles uppermost according to their larger or smaller 
size; and the arcs upon their sides slide into such places as 
they can get in the angles of the enclosing parallelogram, 
leaving intervals, at each of the four angles, of various shapes, 
which are filled each by an animal The size of the whole 
panel being thus varied, the lowest two of the five are tall, the 
next two short, and the uppermost a little higher than the 
lowest ; while in the course of bas-reliefs which siurounds the 
gate, calling either of the lowest two (which are equal) a, and 
either of the next two b, and the fifth and sixth c and d, then d 
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(the largest) : c :: c : a :: a : b. It is wonderful how much of 
the grace of the whole depends on these variations. 

§ 28. Each of the angles, it was said, is filled by an ^maL 
There are thus 70 x 4 — 280 animals, all different, in the mere 
fillings of the intervals of the bas-reliefs.^ Three^ of these in- 
tervals, with their beasts, actual size, the curves being traced 
upon the stone, I have given in Plate XIV. 

I say nothing of their general design, or of the lines of the 
wings and scales, which are p^haps, unless in those of the 
central dragon, not much above the usual commonplaces of 
good ornamental work ; but there is an evidence in the features 
of thought&lness and fancy which is not common, at least 
now-a-days. The upper creatm* on the left is biting some- 
thing, the form of which is hardly traceable in the defaced 
stone — but biting he is ; and the reader cannot but recognise 
in the peculiarly reverted eye the expression which is never 
seen, as I think, but in the eye of a dog gnawing something 
in jest, and preparing to start away with it : the meaning of 
the glance, so far as it can be marked by the mere incision of 
the chisel, will be felt by comparing it with the ^e of the 
couchant figure on the ri^t, in its gloomy and angry brooding. 
The plan of this head, and the nod of the cap over its brow, 
are fine ; but there is a little touch above the hand especially 
well meant : the fellow is vexed and puzzled in his malice ; 
and his hand is pressed hard on his cheek bone, and the flesh 
of the cheek is zvrinJcled under the eye by the pressure. The 
whole,* indeed, looks wretchedly coarse, when it is seen on a 
scale in which it is naturally compared with delicate figure 
etchings ; but considering it as a mere filling of an interstice 
on the outside of a cathedral gate, and as one of more than 
three hundred (for in my estimate I did not include the outer 
pedestals), it proves very noble vitaUty in the art of the time. 

'[Por fome further calcuUtdoni sod meuurementB with retard to thsM curing*. 
Me lleodore Andren Cook's Story qfSouen, 1890, pp. 122-124.] 

* [Tb« MS. TMdi :— 

". . . preeaure. Thednt^ninthecentre,resdyfor&apriiig,isTer7fierceMid 
fine, the wrinkles about the mouth eBpeciaUy. There indeed seem* nothing 
renurkable in it when it is seen . . ."] 
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§ 24. I believe the right question to ask, respecting all 
ornament, is simply this : Was it done with enjoyment — 
was the carver happy wliile he was about it ? ' It may be 
the hardest work possible, and the harder because so much 
pleasure was taken in it ; but it must have been happy too, or 
it will not be living. How much of the stone mason's tdH 
this condition would exclude I hardly venture to consider, but 
the condition is absolute. There is a Gothic church lately 
built near Rouen,' vile enough, indeed, in its general composi- 
tion, but excessively rich in detail ; many of the details are 
designed with taste, and all evidently by a man who has 
studied old work closely. But it is all as dead as leaves in 
December ; there is not one tender touch, not one warm 
stroke on the whole fa9ade. The men who did it hated it, 
and were thankful when it was done. And so long as they 
do so they are merely loading your walls with shapes of clay : 
the garlands of everlastings in F^re la Chaise are more cheer- 
ful ornaments. You cannot get the feeling by paying for it 
— money will not buy life. I am not sure even that you can 
get it by watching or waiting for it. It is true that here and 
there a workman may be found who has it in him, but he 
does not rest contented in the inferior work — ^he stru^Ies 
forward into an Academician ; and fix>m the mass of available 
handicraftsmen the power is gone — how recoverable I know 
not : this only I know, that all expense devoted to sculptural 
ornament, in the present condition of that power, comes liter- 
ally under the head of Sacrifice for the sacrifice's sake, or worse.* 



to develop; aee "The Nature of Gothic," Stonet i^ YtfiKet, vol. ii. ch. ri. § 12, 
and the aummary of his architectural teaching in Fan Clavigera, Letter 78 : "the 
dependence of all hamaa woric or edifice, for iU beaotfj on the hi^py life of the 
workman.' Cf. Introduction, above^ p. xliv.] 

' [The pil^mage church of N. D. de Bonaecoun, 2 milea from Rouen, built in 
1840-1842 in the style of the thirteenth century.] 
» [The MS. inacrij :— 

" (for dead ornament is to mj mind the moat diamal mourning that « building 
can wear). I am frrieved, therefore, when I hear of any attempt* at ttie 
building of florid Gothic; we have it not in as, and it will need aerere 
diacipline before we piin it." The bracketed passage is struck out. Below, 
for '' stamped metals " the MS. has " stamped leathers."] 
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I believe the only mann^ of rich ornament that is open 
to us is the geometrical coloiir-mosaic> and that much might 
result from our strenuously taking up this mode of design. 
But, at all ev^its, one thing we have in our power — ^the 
doing without machine ornament and cast-iron work. All' 
the stamped metals, and artificial stones, and imitation 
woods and bronzes, over the invention of which we hear 
daily exultation — all the short, and cheap, and easy ways 
of doing that whose difficulty is its honour — are just so ! 
many new obstacles in our already encumbered road. They 
will not make one of us happier or wiser — they will extend 
neither the pride of judgment nor the privil^je of enjoy- 
ment. They will only make us shallower in our under- 
standings, colder in our hearts, and feebler in our wits. 
And most justly. For we are not sent into this world to 
do any thing into which we cannot put oiu- hearts. We 
have certain work to do for our bread, and that . 
is to be done strenuously ; other work to do for 26. 
oxu* delight, and that is to be done heartily : „ TTtofaoewr 
neither is to be done by halves and shifts, umhandjind- 
but with a will ; and what is not worth this effort jS/u^' *'" 
is not to be done at alL Perhaps all that we "^*'^' "^ , 
have to do is meant for nothing more than an "" 
exercise of the heart and of the will, and is useless in itself; 
but, at all events, the little use it has may well be spared if it 
is not worth putting our hands and our strength to. It does 
not become our immortality to take an ease inconsistent with 
its authority, nor to suffer any instruments with which it can 
dispense, to come between it and the things it rules : and he 
who would form the creations of his own mind by any other 
instrument than his own hand, would also, if he might, ^ve 
grinding organs to Heaven's angels, to make their music 
easier. There is dreaming enough, and earthiness Plough, 
and sensuality enough in human existence, without our 

> [The text of this sphorinn, in black-letter In the 1880 edition, it from " We hkve 
certain work to do , . . domi to the end of the chaptw.] 
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turning the few glowing moments of it into mechanism; 
and since our life must at the best be but a ya{>our that 
appears for a little time and then vanishes away/ let it at 
least appear as a cloud in the height of Heaven, not as the 
thick darkness that broods over the blast of the Furnace, 
and rolling of the Wheel 

> [Jamea iv. li.*] 
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CHAPTER VI 

THE LAMP OF MEMORY 

§ X. Among the hours of his life to which the writer looks 
back with peculiar gratitude, as having been marked by more 
than ordinary fulness of joy or cleuness of teaching, is one 
passed, now some years ago, near time of smiset, among the 
broken masses of pine forest which skirt the course of the Ain, 
above the village of Champagnole, in the Jura,^ It is a spot 

' [The first note of the imprMaioiu recorded in tlik eection occurs in Ruildn's diarr 
of 1846 :— 

" CBAxmexoi^ AprU 19. — . . . I have been walking in the wooda Iteaide 
the river on the ascent towards St I^nrent, and 1 have never seen anything like 
the luxuriance of the wood anemone and ozalis ; I think Shellej's "pearled 
Arcturi of the earth" would applj' better to the anemone thui the daisy, 
for ti>K star shape is seen more definitely at a little distance, and reminded 
me orer and over again of coastellstions. The oxalis is, however, the more 
exquisite flower, two or three vertical and dark clefts in the limestone being 
filled with them as with snow, and tonched with ivy besides, like the rock <tf 
Utian's St. Jerome, ivy lighter and lovelier in leaf than ours, one wreath of it 
upon a pine trnnk looking like vine ; and the ground all blue with violets 
beaidea, and eowslipe in sunny olusten, and wild strawberries, thoush these 
had only oome into blossom on one high rock in the more open sunshine, and 
raspberries (these rarer) all on cushions of moss richer than I ever saw even 
among the Alps, with clusters of beech stem and ash— chiefly the latter, glittering 
among the soWnn pine trunka ; and in the more open cround the vetch and 
ootnfrey and msnreon, and a lovely fovr-petaled lilac flower in cinaters on a 
long stalk, and the dalicate blue flower that I found on the granite rocks of 
the Glader des Bois. tboogfa this seemed not in a place of its liking. And 
when I got to the edge of the ravine, and an abrupt one it la enough (seen on 
the right in the dark akettdi of yesterday in the little book), and commanded 
the steep and &r ridges of the higher Jura, there was a hawk sailing slowly 
along the opposite ch ff, just off the brow of it so as to get the deep river nnder 
biro, and the solemn roar of the water came up from beneath, mixed with the 
singing of the thrushes among the pine brancnee. 1 felt it more than usual, 
but it stmck me suddenly how utterly different the impression of such a scene 
would he, if it were in a strange luid, and In one without history ; how dear 
to the feeing ia the pine of Switzerland compared to that of Canada. I hare 
allowed too uttle weight to these deep sympathies, for 1 think if that pine 
forest had been among the Allwhenys, or if the stream had been Niagara, I 
sbonld only have looked at tfiem with intense melancholy and desire for 
home."] 
Shelley's line—" Daisies, those pearled Arcturi of the earth"— occurs in the poem of 
IBSO, entitled "The Qnestion.'' For Raskin's fondneM for the Om/t* acetewUa, see 
JtoOem Paialen, vol. 1. pt il. sec i. ch. vii^ n. (VoL III. p. 17S of this edition, and 



;;■ Google 



222 THE SEVEN LAMPS OF ARCHITECTITRE 

which has all the solemnity, with none of the savageness, of 
the Alps ; where there is a sense of a great power beginning to 
be manifested in the earth, and of a deep and majestic concord 
in the rise of the long low Unes of piny hills ; the first utter- 
ance of those mighty mountain symphonies, soon to be more 
loudly lifted and wildly broken along the battlements of the 
Alps. But their strength is as yet restrained; and the far 
reaching ridges of pastoral mountain succeed each other, like 
the long and sighing swell which moves over quiet waters 
from some far off stormy sea. And there is a deep tmdemess 
pervading that vast monotony. The destructive forces and 
the stem expression of the central ranges are alike withdrawn. 
Xo frost-ploughed, dustrencumbered paths of ancient glacier 
fret the soft Jura pastures ; no splintered heaps of ruin break 
the fair ranks of her forest ; no pale, defiled, or ^uious rivers 
send their rude and changeful ways among her rocks. 
Patiently, eddy by eddy, the clear green streams wind alcwg 
their well-known beds ; and under the dark quietness of the 
undisturbed pines, there spring up, year by year, such company 
of joyiul flowers as I know not the like of among all the bless- 
ings of the earth. It was spring time, too ; and all were com- 
ing forth in clusters crowded for very love ; liiere was room 
enough for all, but they crushed their leaves into aU manner 
of strange shapes only to be nearer each other. There was the 
wood anemone, star after star, closing every now and then 
into nebulae ; and there was the oxalis, troop by troop, like 
virginal processions of the Mois de Marie,^ the dark vertical 
clefts in the limestone choked up with them as with heavy 
snow, and touched with ivy on the edges — ^ivy as light and 

1^. Vol. IV. p. 172 n.). For Titiiin'i " St Jerome," tee Vol. III. p. 180, VoL IV. p. 247. 
The "little tiook" mentioned In line 20 of the eztnet is of oootm one of Ruskin't 
sketch-bookB. With the general leutiinent of § 1 contrast Modem Paintert, voL iL 
■ec. i. ch. i7. § 8 (Vol. IV. p. 71 and n.}, and q/". u to the power of local atsodationi, 
n« Too PathM, § 12 ("SUnd Gut, Cr^ EUachie"). See bIbo PngUrita, i. ch. is. 
§ 191, where Rnakin refera to the connection between admiration of natural bevity 
and human sympathj,] 

' ^lukin on hia continental joumeya must often have wen the proceRsiane of girls 
in white frocks with blue ribbona in honour of the Virnn with which every Catholic 
church, eren in the poorest and moat remote districts, cdebrates the first of May. In 
later years be initiated a May Queen Festival at Wbitelsnds IWning College.] 
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lovely as the viae ; and, ever and anon, a blue gush of violets, 
and coT^lip bells in sunny places; and in the more open 
ground, the vetch, and comfrey, and mezereon, and the small 
sapphire buds of the Folygala Alpina, and the wild strawberry, 
just a blossom or two, aU showei^ amidst the; golden softness 
of deep, warm, amber-coloured moss. I canie out presently 
on the edge of the ravine : the solemn munriur of its waters 
rose suddenly &om beneath, mixed with the singing of the 
thrushes among the pine boughs ; and, on the opposite side of 
the valley, walled all along as it was by grey cliffs of lime- 
stone, there was a hawk sailing slowly off their brow, touching 
them nearly with his wings, and with the shadows of the pines 
flickering upon his plumage from above ; but with the fall of a 
hundred &Uioms under his breast, and the curling pools of the 
green river gliding and glittering dizzily beneath him, their 
foam globes ^ moving with him as he flew. It would be difficult 
to conceive a scene less dependent upon any other interest than 
that of its own secluded and serious beauty ; but the writ^ 
well remembers the sudden blankness and chill which were 
cast upon it when he endeavoiuvd, in order more strictly to 
arrive at the sources of its impressiveness, to ima^^e it, for 
a momoit, a scene in some aboriginal forest of the New 
Continent. The flowers in an instant lost their hght, the 
river its music ; • the hills became oppressively desolate ; a 
heaviness in the boughs of the darkened forest showed how 
much of their former power had been dependent upon a life 
which was not theirs, how much of the glory of the imperish- 
able, or continually renewed, creation is reflected from things 
more precious in their memories than it, in its renewing.' 
Those ever springing flowers and ever flowing streams had 

* Yet not otf their light, nor &l] iU music Cf. Modem Pamlen, vol. ii. 
tec. 1, chkp. iv. sub. sec 8.* 

[An exprewion much in &vour with Ruskia in hit earlier piee«a : am references 

BtedktVoL II. p. 62 n.] 

[The MS. has, " things irhoH memorial la more precioiu than their being." And 
below, "dyed and made sacred by . . ."] 

' frhi* was note IS at end of the book in eds 1 and 2 ; omitted in later editions. 
The note was an afterthought of the author ; see letter to W. H. Harrison, in Ap- 
pendix L, p. 276.] 
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been dyed by the deep colours of humiui endurance, valour, 
and virtue ; and the crests of the sable hills that rose against 
the evening sky received a deeper worship, because their for 
shadows fdl eastward over the iron walls of Joux, and the 
four-square keep of Gruison.^ 

§ 2. It is as the centralisation and protectress of this sacred 
influence, that Architecture is to be r^arded by us with the 
most serious thought. We may live without her, and worship 
without her, but we cannot remember without her.* How 
cold is all history, how lifeless all imagery, compared to tibst 
which the living nation writes, and the imcomipted marble 
bears! — how many pages of doubts record might we not 
often spare, for a few stones left one upon another I The 
ambition of the old Babel builders was well directed for this 
world : ' there are but two strong conquerors of the forgetful- 
ness of men. Poetry and Architectm^ ; and the latter in some 
sort includes the former, and is mightier in its reality : it is 
well to have, not only what men have thought and Mt, but 
what their hands have handled, and their strength wrought, 
and their eyes beheld, all the days of their life. The age of 
Homer is surrounded with darkness, his very personality with 
doubt. Not so that of Pericles : and the day is coming when 
we shall confess, that we have learned more of Greece out of 
the crumbled fragments of her sculpture than even * from ha 
sweet singers or soldier historians.^ And if indeed there be 

' [The present Fort de Joux — erected in 1877 aAer the blowing up b^ d^iumita 
of the old one — commande the pM* of I* CluM, on the line from Pontarlier to 
Neuch&tel. The old fort waa the prison (1803) of TouMAint I'Ouverture, when carrud 
off from St. Dominfro by commend of Napoleon. For the Castle of Granson (GrandMn) 
— now a cimr bctoiy— and its interest for Rosldn, see hie Pimmt, VoL II. p. 493 u 
this edition!] 

' [The MS, addS] "remember, that is to saj, with the fiiU revivifying aenie <rf 
the part."] 

' [Genesis xi. 4 : "And they aid. Go to, let us build us a city, sod a tower 
whose top may reach unto heaven ; and let us make us a name, lest we be eottersd 
abroad upon the face of the whole earth."] 

* [So in all the editions ; but Rusldn nwy have written "ever."] 

* [The MS. thus continuea :— 

"The desire for an individual, personal immortality in men's memories b 
perhaps one of the most generally developed forms of human pridet Htn 
sacrifice their lives to it continually. But the deure for a national immortaLty 
is with us as vague as the more selfish passion is distinct Perhaps men 
doubt the lialnlitT of a nation to death, but if it have no archit«ctare, it may 
be said to die daily. And if indeed . . ."] 
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Miy profit in our knowledge of the past, or any joy in the 
thought of being remembe^ hereafter, which can Araonm 
give strength to present exertion, or patience to 27. 

present endiu-ance, there are two duties respecting AnAUetaur^ 
national architecture whose importance it is im- j^^^,^^ 
possible to overrate : the first, to render the archi- pntemd « 
tecture of the day, historical; and, the second, *^*'' 
to preserve, as the most precious of inheritances, that of past 
ages. 

§ 8. It is in the first of these two directions that Memory 
may truly be said to be the Sixth Lamp of Architecture ; for 
it is in becoming memorial or monumental that a true perfec- 
tion is attained by civil and domestic buildings; and this 
partly as tJliey are, with such a view, built in a more stable 
manner, and partly as their decorations are consequently 
animated by a metaphorical or historical meaning. 

As regards domestic buildings, there must always be a 
certain limitation to views of this kind in the power, as well 
as in the hearts, of men ; still I cannot but think it an evil 
sign of a people when thar houses are built to last for one 
generation only. There is a sanctity in a good man's house 
which cannot be renewed in every tenement that rises on its 
ruins : and I believe that good men would generally feel this ; 
and that having spent their lives happily and honourably, they 
would be grieved, at the close of them, to think that the place 
of their earthly abode, which had seen, and seemed almost to 
sympathise in, all their honour, their gladness, or their suffer- 
ing, — ^that this, with aU the record it bare of them, and of all 
material things that they had loved and ruled over, and set 
the stamp of themselves upon — ^was to be swept away, as soon 
as there was room made for them in the grave; that no 
respect was to be shown to it, no affection felt for it, no good 
to be drawn &om it by their childroi ; that though there was 
a moniunent in the church, there was no warm monument 
in the hearth and house to them ; that all that they ever 

' rrhe text of tfais aphorism, ia bUck-letter in the 1880 edilion, U irom " And if 
indeed there be onj pront . . ." down to the end of § 2.] 

vin. P 
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treasured was despised, and the places that had sheltered and 
comforted them were dragged down to the dust. I say that 
a good man would fear this ; and that, far more, a good son, 
a noble descenduit, would fear doing it to his fath^s house. 
. I say that if men lived like men indeed, tbdr 

28. houses would be temples — ^temples which we 
Thernidibi should hardly dare to injure, and in which it 
<tfiome,M would make us holy to be permitted to live; and 
good men. ^^^ must be a strange dissolution of natural affec- 
tion, a strange unthankfiilness for all that homes have given and 
parents taught, a strange consciousness that we have been 
unfaithful to our fiithers' honour, or that our own lives are 
not such as would make our dwdlings sacred to our children, 
when each man would tain build to himself, and build for the 
little revolution of his own life only.' And I look upon those 
pitiful concretions of lime and cky which spring up, in mil- 
dewed forwardness, out of the kneaded fields about our capital 
— upon those thin, tottering, foundationless shells of splintered 
wood and imitated stone — upon those gloomy rows of formal- 
ised minutoiess, alike without difference and without fellow- 
ship, as solitary aa similar — not merely with the careless 
disgust of an offended eye, not merely with sorrow for a 
desecrated landscape, but with a painful foreboding that the 
roots of our national greatness must be deeply cankered when 
they are thus loosely stioick in their native ground ; that those 
comfortless and unhonoured dwellings are the signs of a great 
and spreading spirit of popular discontent ; that they mark 
the time when every man's aim is to be in some more devated 
sphere than his natural one, and every man's past life is his 
habitual scorn ; when men build in the hope of leaving the 
places they have built, and live in the hope of forgetting the 
years that they have lived ; when the comfort, the peace, the 
religion of home have ceased to be felt; and the crowded 

> rrbe t«xt of this kphoiiam, in black-letter in the 1880 edition, is from "J n; 
that if men lived . . ." down to the end of § 3.} 

' [To the sentimeat of thij paBMise Rugkin often recurred ; see, for i 
Lecture* on Architecture and Pmnting, §50, and LeOurei on Art, § 122.] 
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tenements of a struggling and restless population dififer only 
from the tents of the Arab or the Gipsy by thar less healthy 
openness to the air of heaven, and less happy choice of their 
spot of earth ; by their sacrifice of liberty without the gain of 
rest, and of stability without the luxury of change. 

§ 4. This is no dight, no consequenceless evil ; it is ominous, 
infectious, and fecimd of other fault and misfortune. When 
men do not love their hearths, nor reverence their thresholds, 
it is a sign that they have dishonoured both, and that they 
have never acknowledged the true universality of that Christian 
worship which was indeed to supersede the idolatry, but not 
tlie piety, of the pagan. Our God is a household God, as well 
as a heavenly one ; He has an altar in every man's dwdling ; 
let men look to it when they rend it lightly and pour out 
its ashes.^ It is not a question of mere ocular dehght, it is 
no question of intellectual pride, or of cultivated and critical 
fancy, how, and with what aspect of durability and of com- 
pleteness, the domestic buildings of a nation shall be raised. 
It is one of those moral duties, not with more impunity to be 
n^lected because the perception of tiiem depends on a finely 
toned and balanced conscientiousness, to build our dwellings 
with care, and patience, and fondness, and diligent completion, 
and with a view to their diuntion at least for such a period 
as, in the ordinary course of national revolutions, might be 
supposed likely to extend to the entire alteration of the direc- 
tion of local interests. This at the least ; but it would be 
better if, in every possible instance, men built their own 
houses on a scale commensurate rather with their condition 
at the commencement, than their attainments at the termina- 
tion, of their worldly career ; and built them to stand as long 
as human work at its strongest can be hoped to stand ; re- 
cording to their children what they had been, and &om what, 
if so it had been permitted them, they had risen. And 
when houses are thus built, we may have that true domestic 

' [Cf. SsMine aad LtUet, § 68 : "So &r m it ia a ncred pUce, a veital Umple, • 
t«mple of the bMrth watdied over bv Boiuehold God*, . . . lo &r it vindicstei the 
Dmme, and foMli the pnuee, of Home. '] 
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architecture, the beginning of all other, which does not disdain 
to treat with respect and thou^tfulness the small habitatirai 
as well as the large, and which invests with the dignity a£ 
contented manhood the narrowness of worldly circumstance. 

§ 5. I look to this spirit of honourable, proud, peaceful sdf- 
possession, this abiding wisdom of contented life, as probably 
one of the chief sources of great intellectual power in all ages, 
and beyond dispute as the very primal source of the great 
architecture of old Italy and France. To this day, the interest 
of their fairest cities depends, not on the isolated richness of 
palaces, but on the cherished and exquisite decoration of even 
the smallest tenements of their proud periods. The most 
elaborate piece of architecture in Venice is a small house at 
the head of the Grand Canal, consisting of a ground floor with 
two storeys above, three windows in the first, and two in the 
second.' Many of the most exquisite buildings are on the 
narrower canals, and of no larger dimensions. One of the most 
interesting pieces of fifteenth century architecture in North 
Italy, is a small house in a back street, behind the market- 
place of Vicenza ; * it bears date 1481, and the motto, H . n'est . 
rose . sans . ^ne . ; it has also only a ground floor and two 
storeys, with three windows in each, separated by rich Aawa- 
work, and with balconies, supported, the central one by an 
eagle with open wings, the lateral ones by winged griffins 
standing on comucopie. The idea that a house must be laig^ 
in order to be well built, is altogether of modem growth, and 
is parallel with the idea, tJiat no picture can be historical, 
except of a size admitting figures larger than life. 

§ 6. I would have, then, our ordinary dwelling-houses built 
to last, and built to be lovely ; as rich and full of pleasantness 
as may be, within and without ; with what d^ree of likeness 
to each other in style and manner, I will say presently, under 

' [The Palsica Conlarinj-Fuan, remarkable "as shoirinK how much beauty and 
dignity tMy be bestowed on a very small and unimportant dwelling-bouse " : see Seiut 
of Venice, vol iii., Venetian Index.] 

■ [Tlie Casa PigafetU, in the Contrada della Luna. The actual ioHcription is, " C 
n'est rose eans espinea," and " K. L. Angusti.'' It was inhabited by the celebrated 
navigator Antonio Pigafetta, one of the companlona of Magellan. The fiunily still 
esUti at Vicenza.] 
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another head;^ but, at all events, with such differences as 
mij^t suit and express each man's character and occupation, 
and partly his history. This right over the house, I conceive, 
belongs to its first builder, and is to be respected by his 
children ; and it would be well that blank stones should be left 
in places, to be inscribed with a sunnnary of his life and of its 
experience, raising thus the habitation into a kind of monu- 
ment, and devdoping, into more systematic instructiveness, 
that good custom which was of old universal, and which still 
remains among some of the Swiss and Germans, of acknow- 
ledging the grace of God's permission to build and possess a' 
quiet resting-place, in such sweet words as may well close 
our speaking of these things. I have taken them &om the 
front of a cottage lately built among the green pastures 
which descend from the village of Grindelwald to the lower 
glacier : — 

" Mit herzlicliein Vertrauen 
Hmt JohmnncB Mooter uod Maria Rubi 
Dieses Hans bauen lassen. 
Der liebe Gott woll udb bewahren 
Vor sllem Ungliick nad Gefahreo, 
Und es in Segen lasiea stelin 
Auf der Rcise durch dieee Jammerseit 
Nach dem himmlisclien Paradiese, 
Wo alle Frommen wohneo, 
Da vird Gott sic belohnen 
Mit der Friedenskrone 
Zp alle Ewiglteit." ' 

I 7. In public buildings the historical purpose should be 
still more definite. It is one of the advantages of Gothic 
architecture, — I use the word Gothic in the most extended 
sense as broadly opposed to classical, — ^that it admits of a 
richness of record altogether unlimited. Its minute and multi- 
tudinous sculptural decorations afford means of expressing, 
either S3rmboUcally or hterally, all that need be known 

1 [See bdow, ch. vii. § 3, pp. 2n-2S2.] 

* [The InMription may be Uiui literally tranilated :— " With heartfelt trust Have 
Johaones Mooter and Maria Rubi Had this house built The dear God will shield us 
From ell miifortune and danger, And let it stand in btesiedoeai On the joarner, 
throug-h this time of sorroir, To the heavenly Paradise, Whore all good people dwell. 
There will God reward them With the Crown of Peace To all eternity."] 
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of national feeling or achievement More decoraticm will, 
indeed, be usually required than can take so elevated a 
character; and much, even in the most thoughtful periods, 
has been left to the freedom of fancy, or suffered to consist of 
mere repetitions of some national bearing or symbol.^ It is, 
however, generally unwise, even in mere sur&ce ornament, to 
surrender the power and privil^ie of vuiety which the spirit 

1 of Gothic ardiitecture admits; much more in important 
features — capitals of columns or bosses, and string-courses, as 
of course in all confessed bas-relie&. Better the rudest woric 

■: that tells a story or records a fact, than the richest without 
meaning. There sliould not be a single ornament put upon 
great civic buildings, without some intellectual intention. 
Actual representation of history has in modem times been 
checked by a difficulty, mean indeed, but steadfast; that of 
unmanageable costume:* nevertheless, by a sufficiently bold 
imaginative treatment, and &ank use of symbols, all such 
obstacles may be vanquished ; not perhaps in the d^ree 
necessary to produce sculpture in itself satisfactory, but at all 
events so as to enable it to become a grand and expressive 
element of architectural composition. Take, for example, 
the management of the capitals of the ducal palace at Venice. 
History, as such, was indeed entrusted to the painters of its 
interior, but every capital of its arcades was filled with 
meaning.^ The laige one, the comer stone of the whole, next 
the entrance, was devoted to the symbohsation of Abstract 
Justice ; above it is a sculpture of the Judgment of Solomon, 
remarkable for a beautiful subjection in its treatment to its 
decorative purpose. The figures, if the subject had been 
entirely composed of them, would have awkwardly interrupted 

^ {The MS. coDtiniies :— 

" ETerrtliiDg' under such circunutancea dependa upon the beautf, and 
much on tlie limplicity of the emblem itself. The giglio loaao of Flotence 
ma^ be set ai thick over a wall nir&ce aa lilies in their own Geld ; ao mi; ht 
our own row, aa richly as it atuda ita native briar, but we muat beware of 
multiplying a Queen'a Anna." 
See aboTe, Chap. iv. § 8, p. 147.] 

' rC^, In the case of portr^t painting. Modem PaiiUert, vol ii., Vol IV. p. 189 of 
this cation.] 

' [For further account of the capitals here described, see Stonei qf Venice, toL iL 
ch. Tiii.] 
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the line of the angle, and diminished its apparent strength ; 
and therefore in the midst of them, entirely without relation 
to them, and indeed actually between the executioner and 
interceding mother, there rises the ribbed tnmk of a massy 
tree, which supports and continues the shaft of the angle, and 
whose leaves above overshadow and enrich the whole. The 
capital below bears among its lea&ge a throned figure of 
Justice, Trajan doing justice to the widow, Ajastotle " che die 
l^jge," and one or two other subjects now unintelligible &om 
decay/ The capitals nert in order represent the virtues and 
vices in succession, as preservative or destructive of national 
peace and power, concluding with Faith, with the inscription 
" Fides optima in Deo est." A figure is seen on the opposite 
side of the capital, worshipping the sxm. After these, one or 
two capitals are fancifully decorated with birds (Plate V.), 
and then come a series representing, first the various fruits, 
then the national costumes, and then the animals of the 
various countries subject to Venetian rule.* 

§ 8. Now, not to speak of any more important public build- 
ing, let us imagine our own India House ' adorned in this way, 
by historical or symbolical sculpture: massively built in the 

> [This ia capital No. 36 in the Stotut qf Vmiet, vol. ii. ch. viii. § 127, vhere the 
inseriptioa ii given u " Aristot * * cbe die le|(e " (" Aristotle who deolaraa law ").] 
* [The MS, continues (with reference to a further intended illuHtration) : — 

"I have given one of the aimpleat of the finrt capitals in fig. — . I am sort 

that I have not a drawing of ita opposite side, for the groop of figs, whien 

appear upon it are expreMed with peooliar truth, thouKh bj few »nd aimple 

lines. They look flaccid and breakinf with ripeness. Tie peaches have tned 

the sculptor, hut thtf are Hke peachea ; and the modesty of the intitular 

inscription above is altogether uanaceasary." 

The capital here referred to is No. 27 in the description in the Stnt9* of Venice, vol. ii. 

ch. riii. § 125, where Riukiu sayt that the names of the various fruits are inscribed 

above them, "somewhat unnecessarily, and with certainly as much disrespect to the 

beholder's intelligence as the sculptor's art"] 

' frbe old East India House in Leadenhall Street, pulled down in 1862, was in the 
classical style, with a portico of six large Ionic fluted columns on a raised basement 
The pediment wag an emblematic sculpture representing the commerce of the EJnst 

frotected by the King of Great Britain. The new Government Offices, inclnding the 
ndia OfBce, were, it will be remembered, bnilt— after a long " battle of the styles""— 
by Scott and Digby Wyatt in the Italian style. A good many sculptured figures 
were introduced — representing in the case of the India Office, various Indian tribes, 
with busts of British Indian worthiee. A cliaracteristic letter Arom Rnskin (August 18, 
18£&)on the battle of the styles above reierred to is included in the privately printed 
volume of LetUrt upon SulfjecU of General tnteretl to Varum* OorretpondenU, 1^, p. 23, 
reprinted in a later volume of this edition.] 
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first place ; then chased with bas-rehefe of our Indian battles, 
and fretted with carvings of Orimtal foliage, or inlaid with 
Oriental stones ; and the more important meinb^^ of its 
decoration composed of groups of Indian life and landscape, 
and prominently e:q>ressing the phantasms of Hindoo worship 
in their subjection to the Cross.' Would not one such worik 
be better than a thousimd histories ? * If, however, we have 
not the invention necessary for such efforts, or i^ which is 
probably one of the most noble excuses we can offer for our 
deficiency in such matters, we have less pleasure in talking 
about ourselves, even in marble, than tiie Continental nations, 
at least we have no excuse for any want of care in the points 
which insure the building's endurance. And as this question 
is one of great interest in its relations to the choice of various 
modes of decoration, it will be necessary to enter into it at 
some length. 

I 9. The benevolent re^^ards and purposes of men in masses 
seldom can be supposed to extend beyond their own genera- 
tion. They may look to posterity as an audience, may hope 
for its attention, and labour for its prwse: they may trust 
to its recognition of imacknowledged merit, and demand its 
justice for contemporary wrong. But all this is mere selfish- 
ness, and does not involve the slightest regard to, or considera- 
tion of, the interest of those by whose numbers we would fain 
swell the circle of our flatterers, and by whose authority we 
would gladly support our presently disputed claims. The idea 
of self-denial for the sake of posterity, of practising 
^^1™*' present economy for the sake of debtors yet un- 
. bom, of planting forests that our descendants may 
eruau.tuta Uve undcT their shade, or of raising cities for 
^J^^^g gp^, future nations to inhabit, never, I suppose, effi- 
ciently takes place among publicly recognised 
motives of exertion. Yet these are not the less our duties ; 

> [A subject wbicli would be of spei^ iuterect to the anther of SaitetU md 
EtephatOa: lee Vol. II. p. 100.] 

* VThe MS. adds, " and make that be felt and beheld which words can only record ? "] 

* [The text of this aphorism, in black-letter in the 1680 edition, is from "The idea 
of lelr-denial , , ." down to the end of § 9.] 
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nor is our part f tly sustained upon the earth, unless the range 
of our intended and deliberate usefiihiess include, not only l^e 
companions but the successors of our pilgrimage. Giod has 
lent us the earth for our life ; it is a great entail It belongs 
as much to those who are to come after us, and whose names 
are already written in the book of creation, as to us ; and we 
have no right, by anything that we do or neglect, to involve 
them in unnecessary penalties, or deprive t]^em of benefits 
which it was in our power to bequeath. And this the more, 
because it is one of the appointed conditions of the labour of 
moi that, in proportion to the time between the seed-sowing 
and the harvest, is the fulness of the fruit ; and that generally, 
therefore, the farther off we place our aim, and the less we 
desire to be ourselves the witnesses of what we have laboured 
for, the more wide and rich will be the measure of our success. 
Men cannot benefit those that are with them as they can 
benefit those who come after them; and of all the pulpits 
from which human voice is ever sent forth, there is none from 
which it reaches so far as from the grave. 

§ 10. Nor is there, indeed, any present loss, in such respect, 
for futurity. Every human action gains in honour, in grace, 
in all true magnificence, by its regard to things that are to 
come. It is the far sight, the quiet and confident patience, 
that, above all other attributes, separate man from man, and 
near him to his Maker ; and there is no action nor art, whose 
majesty we may not measure by this test Therefore, when 
we build, let us think that we build for ever. Let it not be 
for present delight, nor for present use alone ; let it be such 
work as our descendants will thank us for, and let us think, as 
we lay stone on stone, that a time is to come when those 
stones will be held sacred because our hands have touched 
them, and that men will say as they look upon the labour and 
wrought substance of them, " See 1 this our fathers did fra- us." * 
For, indeed, the greatest glory of a building is not in its stones, 

' [It will be Tememberad titMt the freoeml title choKo bj Ruikln fi>r the projected 
Mrie», of which "The Bible of Amiens" wai sloae completed, wu " Onr Pat&en luve 
told HI."] 
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nor in its gold.^ Its glory is in its Age, and in that deep 
sense of voice&ilness, of stem watching, of myste- 
rious sympathy, nay, even of approval or condem- 
nation, which we feel in walls that have long been washed by 
the passing waves of humanity. It is in their lasting witness 
against men, in their quiet contrast with the transitional 
character of all things, in the strength which, through the lapse 
of seasons and times, and the decline and birth of dynasties, 
and the changing of the face of the earth, and of the limits 
of the sea, muntains its sculptured shapeliness for a time 
insuperable, connects forgotten and following ages with each 
other, and half constitutes the identity, as it concentrates 
the sympathy, of nations : it is in that golden stain of time, 
that we are to look for the real light, and colour, and 
preciousness of architecture; and it is not until a building 
has assumed this character, tiU it has been entrusted with 
the fame, and hallowed by the deeds of men, till its walls 
have been witnesses of suffering, and its pillars rise out of 
the shadows of death, that its existence, more lasting as it is 
than that of the natural objects of the world around it, can 
be gifted with even so much as these possess, of language 
and of life. 

§ 11. For that period, then, we must build; not, indeed, 
refusing to ourselves the delight of present completion, nor 
hesitating to follow such portions of character as may depoid 
upon delicacy of execution to the highest perfection of which 
they are capable, even although we may know that in the 
course of years such details must perish ; but taking care that 
for work of this kind we sacrifice no enduring quality, and that 
the building shall not depend for its impressiveness upon any 
thing that is perishable. This would, indeed, be the law of 

• [TTie MS. adds " , it is not in its fcir columna or fine front"] 

* mie text of this aphorism, In hUck-letter in the 1880 edition, ia from "For, 
indeM, the gresteet g'lory . . ." down to the end of § lO. In hia iVofer on PrmU 
and Hunt (laiS), Ruekiu reprinted in ftn Appendix tliia ^ 10, and also §§ 16, 17 ; and 
rt^erring (Preface, § 23) tu their juatilication of the love of ruffgedneaB in buildings 
— "dependent on just reverence for signs of antiqoity," — adoed that "opemMW 
of joint and roughnMi of maaonry are not exclurivel^ signs of age or docaj," and that 
he " did not at Oiat time enough insist on the propnetf , and even the grace, of s«eh 
forms of literal ' rustication ' a« are compelled by coarseneea of materiaU."] 
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good composition under any circumstances, the ainmgement 
of the larger masses bdng alwa3rs a matter of greater import- 
ance than the treatmrait of the smaller ; but in architecture 
there is much in that very treatment which is skilful or other- 
wise in proportion to its just regard to the probable effects ot 
time: and (which is still more to be considered) there is a 
beauty in those effects themselves, which nothing else can re- 
place, and which it is our wisdom to consult and to desire. 
For though, hitherto, we have been speaking of the sentiment 
of age only, there is an actual beauty in the marks of it, such 
and so great as to have become not unfrequently the subject 
of especial choice among certain schools of art, and to have 
impressed upon those schools the character usually and loosely 
expressed by the term " picturesque." It is of some import- 
ance to our present purpose to determine the true meaning of 
this expression, as it is now generally used ; for there is a 
principle to be developed &om that use which, while it has 
occultly been the groimd of much that is true and just in our 
judgment of art, has never been so far understood as to be- 
come definitely serviceable. Probably no word in the language, 
(exclusive of theological expresaons,) has been the subject of 
so frequent or so prolonged dispute; yet none remain more 
vague in thor acceptance, and it seems to me to be a matter 
of no small interest to investigate the essence of that idea 
which all feel, and (to appearance) with respect to similar 
things, and yet which every attranpt to define has, as I believe, 
ended either in mere enumeration of the effects and objects 
to which the term has been attached, or else in attempts at 
abstraction more palpably nugatory than any which have dis- 
graced metaphysical investigation on other subjects. A recent 
critic on Art, for instance, has gravely advanced the theory 
that the essence of the pictiu«sque consists in the expression 
of "universal decay."* It would be curious to see the result 

' [The p«Mge h copied ont in Riuldn'e Awry U n (ollowi :— " Univenal decar 
is the naence of the picturesque. la UndacBpe, therefore, the pletureeqne et&ndB 
in the nme retetiou to the beautdfol end BabUme that the pathetio does to them 
in poetij."] 
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of an att^npt to illustrate this idea of the picturesque, in a 
painting of dead flowers and decayed fruit ; and equally curious 
to trace the steps of any reasoning which, on such a theory, 
should account for the picturesqueness of an ass colt as 
opposed to a horse foaL But there is much excuse for even 
the most utter failure in reasonings of this kind, since the 
subject is, indeed, one of the most obscure of all that may l^iti- 
mately be submitted to human reason ; and the idea is itself so 
varied in the minds of different men, according to their sub- 
jects of study, that no definition can be expected to embrace 
more than a certain number of its infinitely multiplied forms. 

§ 12. That peculiar character, however, which separates the 
picturesque from the characters of subject belonging to the 
higher walks of art (and this is all that it is necessary for our 
present purpose to define), may be shortly and deciavely 
expressed. Picturesqueness, in this sense, is Parasitical 
SubUmity.^ Of course all sublimity, as well as all beauty, is, 
in the simple etymological sense, picturesque, that is to say, 
fit to become the subject of a picture; and all sublimity is, 
even in the peculiar sense which I am endeavouring to 
develope, picturesque, as opposed to beauty ; that is to say, 
there is more picturesqueness in the subject of Michad Angelo 
than of Perugino, in proportion to the prevalence of the 
sublime element over the beautifiiL* But that character, of 
which the extreme pursuit is generally admitted to be de^jfrad- 
ing to art, is parasitical sublimity ; i.e. a sublimity dependent 
on the accidents, or on the least essential characters, of the 
objects to which it belongs ; and the picturesque is developed 
dtkiticHvely exactly in proportion to the distance Jrom the 
centre of thought oj those points of character in which the 
subUmty is fouTid. Two ideas, therefore, are essential to 
picturesqueness, — ^the first, that of sublimity (for pure beauty is 
not picturesque at all, and becomes so only as the sublime 

> [Cf. aunut qf Venice, vol. iii. ch. ilL § 3S, ud Modern Paintert, roL iv. ch. L] 

' [The MS. adda the following footnote :~ 

" I admit thii distinction, howerer, nolj a* between things included and 
including. Hiffh beauty cannot azist irithoutj and includes, aablimity. Sub- 
limity doe* not neceaiarily include beauty."] 
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element mixes with it), and the second, the subordinate or 
parasitical position of that sublimity. Of course, therefore, 
whatever characters of line or shade or expression are pro- 
ductive of sublimity, will become productive of picturesque- 
ness ; what these characters are I shall endeavour hereafter to 
show at length ; * but, among those which are generally ac- 
knowledged, I may name angular and broken lines, vigorous 
oppositions of light and shadow, and grave, deep, or boldly 
contrasted colour ; and all these are in a still h^her d^ree 
effective, when, by resemblance or association, they remind us 
of objects on which a true and essential sublimity exists, as of 
rocks or mountains, or stormy clouds or waves. Now if these 
characters, or any others of a higher and more abstract 
sublimity, be found in the very heart and substance of what 
we contemplate, as the sublimity of Michael Angelo depends 
on the expression of mental character in his figures far more 
than even on the noble lines of their arrangement, the art 
which r^resents such characters cannot be properly called 
picturesque : but, if they be found in the accidental or exto-nal 
qualities, the distinctive picturesque will be the result. 

§ 18. Thus, in the treatment of the features of the human 
face by Francia or AngeUco, the shadows are employed only 
to make the contours of the featiu«s thoroughly felt ; and to 
those features themselves the mind of the observer is exclu- 
sively directed (that is to say, to the essential characters of the 
thing represented). All power and all sublimity rest on these ; 
the shadows are used only for the sake of the features. On 
the contrary, by Rembrandt, Salvator, or Carava^io, the 
features are used^/br the sake of the shadows ; and the attention 
is directed, and the power of the painter addressed, to char- 
acters of accidental light and shade cast across or around those 
features. In the case of Rembrandt there is often an essential 
sublimity in invention and expression besides, and always a 
high degree of it in the light and shade itself ; but it is, for 

1 [A promiM pkrtlf fulfilled la the atmti ^ Vawx, voL liL ch. iii. §§ 30-37, ud in 
tlie Ut«r volumee of Modem PaiHitr*, but » good deftl of Ruikin's mftterula on the lub- 
lime ITU not embodied in his pubUihed irorki : tee VoL IV., Appendix i., pp. 368-S71.] 
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the most part, parasitical or engrafted sublimity as r^[ards the 
subject of the painting, and, just so far, picturesque. 

§ 14. Again, in the management of the sculptures of the 
Parthenon, shadow is frequently employed as a dark field on 
which the forms are drawn. This is visibly the case in the 
metopes, and must have been nearly as much so in the pedi- 
ment. But the use of that shadow is entirely to show the 
confines of the figures; and it is to their tines, and not to 
the shapes of the shadows behind them, that the art and \hs 
eye are addressed. The figures themselves are conceived, as 
much as possible, in AjU light, aided by bright reflections; 
th^ are drawn exactly as, on vases, white figures on a dark 
ground ; and the sculptors have dispensed with, or evoi 
struggled to avoid, all shadows which were not absolutely 
necessary to the explaining of the form. On the contrary, 
in Gothic sculpture, the shadow becomes itself a subject of 
thought. It is considered as a dark colour, to be arranged in 
certain agreeable masses ; the figures are very frequently made 
even subordinate to the placing of its divisions: and thdr 
costume is enriched at the expense of the forms underneath, 
in order to increase the complexity and variety of the 
points of shade. There are thus, both in sculpture and paint* 
ing, two, in some sort, opposite schools, of which the one 
follows for its subject the essential forms of things, and the 
other the accidental lights and shades upon them. There are 
various d^rees of their contrariety : middle steps, as in the 
works of Correggio, and all degrees of nobility and of degra- 
dation in the several maimers : but the one is always recognised 
as the pure and the other as the picturesque schooL Portions 
of picturesque treatment will be found in Greek woric, and of 
pure and impicturesque in Gothic; and in both there are 
countless instances, as pre-eminently in the works of Michael 
Angelo, in which shadows become valuable as media of expres- 
sion, and therefore take rank among essential characteristics. 
Into these multitudinous distinctions and exceptions I cannot 
now enter, desiring only to prove the broad appbcability of the 
general definition. 
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§ 15. Again, the distinction will be found to exist, not only 
between forms and shades as subjects of choice, but between 
essential and inessential forms. One of the chief distinctions 
between the dramatic and picturesque schools of sculpture is 
found in the treatment of the hair. By the artists of the time 
of Pericles * it was considered as an excrescence, indicated by 
few and rude lines, and subordinated, in every particular, to 
the principality of the features and person. How completely 
this was an artistical, not a national idea, it is unnecessary to 
prove. We need but remember the employment of the Lace- 
demonians, reported by the Persian spy on the evening before 
the battle of Thermopylffi,^ or glance at any Homeric descrip- 
tion of idef^ fonn, to see how purely sculpturesque was the law 
which reduced the markings of the hair, lest, under the neces- 
sary disadvantages of material, they should interfere with the 
distinctness of the personal forms. On the contrary, in later 
sculpture,' the hair receives almost the principal care of the 
workman ; and, while the features and limbs are clumsily and 
bluntiy executed, the hair is curled and twisted, cut into bold 
and shadowy projections, and arranged in masses elaborately 

* Thii subordination wu first remarked to me by a friend, to whose pro- 
foand knowledge of Greek art I owe many obligations ; Mr. C. Newton, now 
Consol at Mitylene.* 

> [Herodotui, ril. 206. The Persian spy mw, amonff the lAoedwinoniana, " some of 
the men practising atliletiR exerciies sad some combing their loni; hair." Which things 
he reDorted to the King : " for they have a custom which ii aa follows ; — whenever they 
are about to pat thdr lives in peril, then they attend to the arraogemeDt of their h^r. '^ 

' [For "in later sculpture" the MS. has "in Roman work, and in greater degree 
as that erbeme of contrariety is approached," and agsin in g 16, for " the debased 
acutptor's choice" the MS. has "the Roman choice."] 

* [Note 16 at the end of the book in eds. 1 and 2 ; omitted in later editions. In 
ed. I the note reads : — 

"This subordination was first remarked to me by a friend, whose profound 
knowledge of Greek art will not, 1 trust, be reserved always for the advantage 
of his fiiends only : Mr. C Newton, of the British Musenm." 
For Raskin's fHendsfaip for Sir Charles Thomas Newton, D.C.L., LLD.,K.C.B., see 
PralerUa, iL eh. viii. § 100. Newton entered the Museum in 1840 ss assistant in the 
department tii antiqoitiea, and Ruilrin often visited him there (see Vol. IV., Intro- 
duction, n. zx., and see Sbmet of Veniee, voL L, Appendix 21). In 1B51 Newton was 
iqipointed Vicfr^^nsnl at Mi^lene, and he remained in the Esst for ten yean, carry- 
ing on his &nHnu excavations. In ed. 2 Ruikin'i note was, therefore, altered as 
shown above. From 1861 to 1886 he was Keeper of Greek and Roman Antiquities at 
the Husenm. In 1861 he married the distinguished painter, Ann Mary, dauffhter of 

Joeeph Seram and sister of Mr. .' ' " ■ 

the Natiuial Portrait Gallery.] 
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ornamental: there is true sublimity in the lines and the 
chiaroscuro of these masses, but it is, as regards the creature 
represaited, parasitical and therefore picturesque.^ In the 
same sense we may imderstand the application of the term 
to modem animal painting, distinguished as it has been by 
peculiar attention to the colours, lustre, and texture of skin ; 
nor is it in art alone that the definition will hold. In animals 
themselves, when their sublimity depends upon their muscular 
forms or motions, or necessary and principal attributes, as 
perhaps more than all others in the horse, we do not call them 
picturesque, but consider them as peculiarly fit to be asso- 
ciated with pure historic!^ subject. Exactly in proportion as 
their character of sublimity passes into excrescences ; — ^into 
mane and beard as in the Uon, into horns as in the stag, into 
shaggy hide as in the instance above given of the ass colt,' into 
variegation as in the zebra, or into plumage, — ^they become 
picturesque, and are so in art exactly in proportion to the pro- 
minence of these excrescential characters. It may be often 
most expedient that they should be prominent ; often there 
is in them the highest degree of majes^, as in those of the 
leopard and boar ; and in the hands of men like Tintoret and 
Rubens, such attributes become means of deepening liie very 
highest and most ideal impressions. But the picturesque 
direction of their thoughts is always distinctly recc^inisable, as 
clinging to the surface, to tiie less essential character, and as 
developing out of this a sublimity diiferent from that of the 
creature itself ; a sublimity which is, in a sort, common to all 
the objects of creation, and the same in its constituent elements, 
whether it be sought in the clefts and folds of shaggy hair, or 
in the chasms and rents of rocks, or in the hanging of thickets 
or hill sides, or in tiie alternations of gaiety and gloom in the 
variegation of the shell, the plume, or the cloud. 

§ 16. Now, to return to our immediate subject, it so 
happens that, in architecture, the superinduced and accidental 
beauty is most commonly inconsistent with the preservation 

* [For other refereDcea to the treatm«Dt of hsir in art. Bee Vol. IV. p. 328.] 
> [See above, g 11, p. 286.] 
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of original character, and the picturesque is therefore sought 
in ruin, and supposed to consist in decay. Whereas, even 
when so sought, it consists in the mere sublimity of the rents, or 
fractures, or stains, or vegetation, vrhich assimilate the archi- 
tecture with the work of Nature, and bestow upon it those 
circumstances of colour and form which are universally beloved 
by the eye of man. So far as this is done, to the extinction 
of the true characters of the architecture, it is picturesque, and 
the artist who looks to the stem of the ivy instead of the shaft 
of the pillar, is carrying out in more daring freedom the de- 
based sculptor's choice of the hair instead of the coimtenance. 
But so &T as it can be rendered consistent with the inherent 
character, the picturesque or extraneous sublimity of architec- 
ture has just this of nobler fimction in it than that of any 
other object whatsoever, that it is an exponent of age, of that 
in which, as has been said, the greatest glory of the building 
consists ; and, therefore, the external signs of this glory, having 
power and purpose greater than any belonging to their mere 
sensible beauty, may be considered as taking rank among pure 
and essential characters ; so essential to my mind, that I think 
a building cannot be considered as in its prime untU four or 
five centuries have passed over it; and that the entire choice 
and arrangement of its details should have reference to their 
appearance after tliat period, so that none should be admitted 
which would suffer material injury either by the weather- 
staining, or the mechanical degradation whidi the lapse of 
such a period would necessitate. 

§ 17. It is not my purpose to enter into any of the questions 
which the application of this principle involves. They are of 
too great interest and complexity to be even touched upon 
within my present limits,^ but this is broadly to be noticed, 
that those styles of architecture which are picturesque in the 
sense above explained with respect to sculpture, that is to say, 
whose decoration depends on the arrangement of points of 
shade ratiier than on purity of outline, do not suSer, but 

I [The MS. mdda, " (and I am bendaa engaged &t preaent with the proof of gener&l 
principlM 011I7, which I hope to Apply hereafter}."} 
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commonly gfia in richness of effect when their details are 
partly worn away; hence such styles, pre-eminently that of 
^ French Gothic, should always be adopted when the materials 
to be employed are liable to d^radation, as brick, sandstone, 
or soft limestone; and styles in any degree dependent on 
purity of line, as the Italian Crothic, must be practised alto- 
geUier in hard and undecomposing materials, granite, serpen- 
tine, or crystalline marbles. There can be no doubt that the 
nature of the accessible materials influenced the formation of 
both styles ; and it should still more authoritatively determine 
our choice of either. 

§ 18. It does not belong to my present plan to consider at 
length the second head of duty of which I have above spoken ; 
the preservation of the architecture we possess: but a few 
words may be forgiven, as especially necessary in modem 
times. Neither by the public, nor by those who 
3^'^ have the care of public monuments, is the true 
^^^^ meaning of the word restoration understood. It 
Miied, M Iks means the most total destruction which a building 
'^T^^ 1 can suffer : a destruction out of which no remnants 

<ffVettnicttoit.' Ill • 1 • I 

can be gathered : a destruction accompamed with 
false description of the thing destroyed.* Do not let us de- 
ceive ourselves in this important matter ; it is impossible, as im- 
possible as to raise the dead, to restore anything that has ever 
been great or beautiful in architecture. That which I have 
above insisted upon as the life of the whole, that spirit which 
is given only by the hand and eye of the workman, can nevor 
be recalled. Another spirit may be given by another time, 
and it is then a new building ; but the spirit of the dead woriE- 
man cannot be summoned up, uid commanded to direct other 
hands, and other thoughts. And as for direct and simple 
copying, it is palpably impossible. What copying can there 
be of sxufaces that have been worn half an inch down ? The 

* False, also. In the manner of parody, — the moat loathsome manner of 
&Uehood. [188a] 

1 [The text of this aphorkm. In Uack-letter in tii« ISSO edition, i* from " Neither 
hj the public, . . ." dora to " tiian ever will be out of le-bnUt Hilan " in § 19.] 
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ivhole finish of the work was in the half inch that is gone ; if 
you attempt to restore that finish, you do it conjecturally ; if 
you copy what is left, granting fidelity to be possible, (and 
what care, or watchfulness, or cost can secure it,) how is the 
new work better than the old ? There was yet in the old 
some life, some mysterious su^^estion of what it had been, and 
of what it had lost ; some sweetness in the gentle lines which 
rain and sun had wrou^t. There can be none in the brute 
hardness of the new carving. Look at tiie animals which I 
have given, in Plate XIV., as an instance of living work, and 
suppose the markings of the scales and hair once worn away, 
or the wrinkles of the brows, and who shall ever restore them ? 
The first step to restoration, (I have seen it, and that again 
and again-=-^een it on the Baptistery of Pisa, seen it on the 
Casa d' Oro at Venice, seen it on the Cathedral of Lisieux,) ^ 
is to dash the old work to pieces ; the second is usually to put 
up the cheapest and basest imitation which can escape detec- 
tion, but in all eases, however careful, and however laboured, 
an imitation still, a cold model of such parts as can be 
modelled, with conjectiural supplements; and my experience 
has as yet furnished me with only one instance, that of the 
Palais de Justice at Rouen, in which even this, tiie utmost 
degree of fidelity which is possible, has been attained, or even 
attempted.' 

■ [For the destructive " reetoratioD " of the Baptistery at I^m, aee Ruskin'a letter 

of 1845, dted in VoL IV, p. 3& In another letter he deecribee the proceM at the 

CaM d* Oro : — 

"(Vekicb, S^. 23, ISU).— You cannot ima^ne what an onliappy day I 
■pent yesterdBT before the Casa d'Oro — vainljr attemptinf to draw it while 
toe workmen were hammering' it down before toy face. It would have put 
me to mv hardest posuble ihifU at anv rate, — for it is iutolenbly difficult, 
and the intricacy of it as a study of colour unconceivable. If I had had the 
whole Grand Canal to myself to do it, it would have been no more than I 
wanted, but ftncy tryinfr to work while one aeea the curved plasteren haulinx 
np beams and dashing in the old walls and ihatterinfc the monldings, and 
pulling bnr)^ acroea your gvndola bows and dririoK yon here and there, up 
and d«wn and acroM ; and all the while with the sense that now one's art is 
not enoofth to be of the slightest service, but that in ten yean more one 
might have done inch glorious things." 

Raskin was at liueox in 1818 ; he mentions above the destructive restoration of the 

northeni tower (p. 128).] 

* {The Palais de Jnstlce, bf^iin 1493, was restored, and added to, lB42~fi2. Some 

portion of the work done in those years ia now (1903) being removed, and the building 
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§ 19. Do Dot let us talk then of restoratioiL The thing- 
is a Lie from hegiiming to end. You may make a model 
of a building as you may of a corpse, and your model may 
have the shell of the old walls within it as your cast mi^t 
have the skeleton, with what advantage I neither see n<x 
care : but the old building is destroyed, and that more 
totally and m^cilessly than if it had sunk into a heap of 
dust, or melted into a mass of clay : more has been gleaned 
out of desolated Nineveh than ever will be out of re-built 
Milan. But, it is said, there may come a necessity fin- 
restoration 1 Granted. Look the necessi^ full in the face, 
and understand it on its own terms. It is a necessity for 
destruction. Accept it as such, pull the building down, 
throw its stones into n^lected comers, make baJlast of 
them, or mortar, if you will ; but do it honestly, and do 
not set up a Lie in their place. And look that necessity 
in the face before it comes, and you may prevent it. The 
principle of modem times, (a principle which, I beUeve, at 
least in France, to be systematically acted on by the masoru, 
in order to find themselves work, as the abbey of St. Ouen 
was pulled down by the magistrates of the town by way 
of giving work to some vagrants,)' is to n^lect buildings 
first, and restore them afterwards. Take proper care of 
your monuments, and you will not need to restore than. 
A few sheets of lead put in time upon a roof, a few dead 
leaves and sticks swept in time out of a water-course, will 
save both roof and walls from ruin. Watch an old building 
with an anxious care ; guard it as best you may, and at 
any cost, from every influence of dilapidation. Count its 
stones as you would jewels of a crown; set watches about 
it as if at the gates of a besieged city; bind it together 

" restored " (in the better senBC of the irord) to iti original design. See, for its bistoTf, 
Hieodore Andres Cook's Story of Bauen, pp. 277 «}.] 

' [The reference ia to the destructive "restoration" of the church in the yean 
1840-S2, n-hen the two flankine- towera of the west front - set di.ifrnnally and carried 
, up ontj for 60 feet, with three aeep-«et portals — were pulled down, and the front wss 
," rebuilt by Vicillet'le-nuc, who made no attempt to follow the original design. A 
drawiofc of the orifcinnl west f^ot is given at p. 280 of T. A. Cook's Story qf Boveur 
where ftbo full particulars of the building and i^ history will be found.] 
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with iron where it loosens ; stay it with timber where it 
-declines ; do not care about the unsightliness of the aid : 
better a crutch than a lost limb ; and do this tenderly, and 
leverently, and continually, and many a generation will 
still be bom and pass away beneath its shadow. Its evil 
day must come at last ; but let it come declaredly and 
•openly, and let no dishonouring and false substitute deprive 
it of the funeral offices of memory.^ 

§ 20. Of more wanton or ignorant ravage it is vain to 
speak; my words will not reach those who commit them,* 
-and yet, be it heard or not, I must not leave the truth 
imstated, that it is again no question of expediency or 
feeling whether we shall preserve the buildings of past , 
times or not We have no right whatever to touch them. 
They are not ours. They belong partly to those who 
built them, and partly to all the generations of mankind 
-who are to follow us. The dead ^ve still their right in 
them : that which they laboured for, the praise of achieve- 
ment or the expression of religious feeling, or whatsoever 
■else it might be which in those buildings they intended to 
be permanent, we have no right to obliterate. What we 
lave ourselves built, we are at liberty to throw down; but 
what other men gave th^ strength and wealth and life 
"to accomplish, their right over does not pass away with 
their death; still less is the right to the use of what they 
have left vested in us only. It belongs to all their succes- 
sors. It may hereafter be a subject of sorrow, or a cause 
■of injury, to millions, that we have consulted our present 
convenience by casting down such buildings as we choose 
to dispense with. That sorrow, that loss, we have no 
right to inflict. Did the cathedral of Avranches belong 

* No, indeed ! — aaj more wmsted words tfamn mine throughout life, 
-at bread cut on more bitter waters, I never heard of. Thii closing para- 
j^aph of the sixth chapter is the best, I think. In the book, — and the 
vaioert. [1680.] 

> [The MS. adds, " Thy servants take pleasure in her stones, and bvoor the dost 
tiiareof " (Psalm di. 14).] 
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to the mob who destroyed it, any more than it did to us^ 
vdio walk in swrow to and fro over its foundation?^ 
Neither does any building whatever belong to those mobs 
v4io do violence to it. For a mob it is, and must be 
always; it matters not whether enraged, or in deliberate 
folly ; whether countless, or sitting in committees ; the people 
who destroy anything causelessly are a mob, and Archi- 
tecture is always destroyed causelessly. A fiur building 
is necessarily worth the ground it stands upon, and will 
be so until Central AMca and America shall have be- 
come as populous as Middlesex: nor is any cause what- 
ever valid as a ground for its destruction. If ever valid, 
certainly not now, when the place both of the past and 
fiiture is too much usurped in our minds by the restless 
and discontented present. The very quietness of nature 
is gradually withdrawn from us; thousands who once in 
their necessarily prolonged travel were subjected to an 
influence, from the sil«it sky and slumbering fields, more 
effectual than known or confessed, now bear with them 
even there the ceaseless fever of their life ; and along tiie 
iron veins that traverse the frame of our country, beat 
and flow the fiery pulses of its exertion, hotter and faster 
every hour. AJl vitahty is concentrated through those 
throbbing arteries into the central cities ; the coimtiy is 
passed over like a green sea by narrow bridges, and we 
are thrown back in continually closer crowds upon the 
city gates. The only influence which can in any wise 
there take the place of that of the woods and fields, is the 
power of ancient Architecture.* Do not part with it for 
the sake of the formal square, or of the fenced and planted 
walk, nor of the goodly street nor opened quay. The pride 
of a city is not in these. Leave them to the crowd; but 

^ [Ths old eathednl, one of the noblert in Nonnttnd^j wai pulled domi, to weveot 
ha &Iliiig, in 1799. All tneet of the ehuroh trere twept Any, except only • Droken. 
colnmn, nwrking' the apot where Henry IL of England did penMice before tbe Pa|al 
LegiUee In 1172 for the murder of BeckeL] 

* [C£ SUmei sf Feniee, vol. i. cli. xnt \ 0, whera thic fiinction of Architecture in. 
modem life i* farther dwelt npon.] 
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remember that there will surely be some within the circuit 
of the disquieted walls who would ask for some other 
spots than these wherein to walk; for some other forms 
to meet their sight familiarly: like him who sat so often 
where the sun struck from iJie west, to watch the lines of 
the dome of Florence drawn on the deep sky, or like those, 
his Hosts, who could bear daily to behold, from thdr 
palace chambers, the places where their fk&ers lay at rest, 
at the meeting of the dark streets of Verona.^ 

^ [For the firat of Umm allvdona to D&nta, aee Roffan** Balj) (" Florene*") and 
Tumei^B vigoctU ; tli« ieconil alliulon la to Danta in exil^ at tbe conrt of Can Gimade, 
utd to tti« tomb< of the 8<»lj^n (aee Vtrona and Ut Bttwrv).] 
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CHAPTER VII 

THE LAMP OF OBEDIENCE' 

§ 1. It has been my endeavour to show in the preceding pages 
how every form of noble architecture is in some sort the on- 
bodiment of the Polity, Life, History, and Religioxis Faith of 
nations. Once or twice in doing this, I have named a prin- 
ciple to which I would now assign a definite place am<»ig 
those which direct that embodiment ; the last place, not only 
as that to which its own humility would incline, but rather as 
belonging to it in the aspect of the crowning grace of all the 
rest ; that principle, I mean, to which Polity owes its stability. 
Life its happiness, Faitii its acceptance. Creation its continu- 
ance, — Obedience. 

Nor is it the least among the sources of more serious 
AraoRUM satisfection which I have found in the pursuit of a 
32. subject that at first appeared to bear but sli^tly 
Thsre Urto ^'^ ^^^ grave interests of mankind, that the con- 
tuchiungtu ditious of material perfection which it leads me 
^*'^' in conclusion to consider, furnish a strange proof 

how false is the conception, how frantic the pursuit, of that 
treacherous phantom which men call Liberty : ' most treach- 
erous, indeed, of all phantoms ; for the feeblest ray of reason 

' [There are two MSS. relating to opening pusagei of tliii chapter ; on« it that of 
the text aa pnbluhed ; the other contains two portions of an eariier iiwtt, for whidi 
see Appendix iL, p. 286.] 

* frhe text of tliii aphoritm, in black-letter in the 1880 edition, u firam "Nor 
is it tlie least . . ." down to "our heaviest punishmenL"] 

* fTo illustiate this doctrine fullv from Rnskin's other works would be to refor to 
them all He learnt the lenon of Uie " phantom," he tells mm, Id the nuneir. He 
wanted " to touch the tea-urn which wai boiling merritj." His mother bade him ke^ 
his fingers back, but he did not obej, and she said, "Let him touch it, Nurae." "That 
was my first lesMn in the meaning of the word liberty " {The Story ^ Araduie, § S, 
In Veroaa and iti Itioert, 1894, p. 3d). In bia reflections on politics, induced by the 
reading of Italian history, the lesMn was re-infbrced. See the letter of l&U qnoted 
below, p, 262. And so in the most deliberate writing* of his later period : " Ub«rt7— 
of whloo nothing but evil ever cornea, or can come" {Lactum m AH, % ISi).] 
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might surely show us, that not only its attainment, but its 
being, was impossible. There is no such thing in the universe. 
There can never be. The stars have it not ; the earth has it 
not ; the sea has it not ; and we men have the mockery and 
semblance of it only for our heaviest punishment. 

In one of the noblest poems ^ for its imagery and its music 
belonging to the recent school of our literature, the writer has 
sought in the aspect of inanimate nature the expression of that 
Liberty which, having once loved, he has seen among men in 
its true dyes of dar^ess. But with what strange fallacy of 
interpretation I since in one noble line of his invocation he 
has contradicted the assumptions of the rest, and acknow- 
ledged the presence of a subjection, surely not less severe 
because eternal How could he otherwise ? since if there be 
any one principle more widely than another confessed by 
every utterance, or more sternly than another imprinted on 
every atom, of the visible creation, that principle is not 
Liberty, but Law. 

§ 2. The enthusiast would reply that by Liberty he meant 
the Law of Liberty. Then why use the single and misunder- 
stood word ? If by liberty you mean chs^tisement of the 
pas^ons, discipline of the intellect, subjection of the will ; if 
you mean the fear of inflicting, the shame of committing a 
wrong ; if you mean respect for all who are in authority, and 
consideration for all who are in dependence; veneration for 
the good, mercy to the evil, sjTnpathy with the weak; if 
you mean watehfiilness over all thoughts, temperance in all 
pleasures, and perseverance in all toils ; if you mean, in a 
word, that Service which is defined in the liturgy of the 
English Church to be porfect Freedom,* why do you name 
this by the same word by whidi the luxurious mean license,' 

> r^M mutfaor*! note below, at end of the text, p. 271 J 
* [The Second Collect, for Peece, in the Order for Morning Pnrer.] 
■ [So Milton in the second of hie uiinete, " On the Detrectioa which followed upon 
my writinir certain Treatiiea :" — 

" Thet bewl for freedom in their lenHleH mood. 

And itill revolt when Trnth would tet them free 
Licence they mean when they cry liberty ; 
For who loree that mint fint be wIm and good." 
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and tiie reckless meftn change; by which tiie n^ue means 
rapine, and the fool, equality;^ by which the proud mean 
anarchy, and the mdignant mean violence ? CaU it by any 
name rather than this, but its best and truest is Obedience. 
Obedience is, indeed, founded on a kind of freedom, else it 
would become mere subjugation, but that freedom is only 
granted that obedience may be more perfect ; and thus, while 
a measure of license is necessary to exhibit the individual 
enerpes of things, the fairness and pleasantness and perfection 
of them all consist in their Restraint. Compare a river that 
has burst its banks with one that is bound by them, and the 
clouds that are scattered over the face of the whole heaven 
with those that are mushalled into ranks and orders by its 
winds. So that thou^ restraint, utter and unrdaxing, can 
never be comely, this is not because it is in itself an evil, but 
only because, when too great, it overpowers the nature of the 
thing restrstned, and so counteracts the other laws of which 
that nature is itself composed. And the balance wherein 
consists the &imess <^ creation is between the laws of life and 
being in the things governed, and the laws of gen«^ sway to 
which they are subjected ; and the suspension or infringement 
of either kind of law, or, literally, disorder, is equivalent to, 
and synonymous wit^, disease; while the increase of both 
honour and beauty is habitually on the side of restiunt (or 
the action of supaior law) rather than of character (or ihe 
action of inherent law). The noblest word in the catalo^e 
of social virtue is "Loyalty," and the sweetest which men 
have learned in the pastures of the wilderness is " Fold." ' 

§ 8. Nor is this all ; but we may observe, that exactly in 
proportion to the majesty of things in the scale of being, is the 
completeness of their obedience to the laws that are set over 
them.' Gravitation is less quietly, less instantly obeyed by a 

> [See Above, cIl ir. § 28, d. 167-1 

* [See SUniM vf Vetiioe, toL Ui. ca. iL g S7, where soiiie modUcfttloni of the iMiap 
of Obedience mre staUd.] 

* [See QuMn ^ the Air, § 148, where the txataoo houM-flf U taken m tha beat 
trpe of "» perfectly free creature" ; >nd Ite Tvo Path*, § Idl, where the fiah ia 
Amilari)' instanced.] 
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grain of dust than it is by the sun and moon ; and the ocean 
falls and flows under influences which the li^e and river do 
not recognize. So also in estimating the dignity of any action 
or occupation of men, there is perhaps no better test than the 
question " are its laws strait ? " For their severity will pro- 
bably be commensurate with the greatness of the numbers 
whose labour it concentrates or whose interest it concerns. 

This severity must be singular, therefore, in the case of 
that art, above all others, whose productions are the most vast 
and the most common ; which requires for its [vactice the co- 
operation of bodies of men, and for its perfection the perse- 
verance of successive generations. And, taking into account 
also what we have before so often observed of Architecture, 
her continual influence over the emotions of daily life, and her 
realism, as opposed to the two sister arts which are in com- 
parison but the picturing of stories and of dreams, we might 
beforehand expect that we should find her healthy state and 
action dependent on far more severe laws than theirs : Uiat the 
license which they extend to the workings of individual mind 
would be withdrawn by h^ ; and that, in assertion of the 
relations which she holds with all that is universally important 
to man, she would set forth, by her own majestic subjection, 
some likeness of that on which man's soci^ happiness and 
power depend. We might, therefore, without the light of 
experience, conclude, that Architecture never could flourish 
except when it was subjected to a national law as strict and 
as minutely authoritative as the laws which regulate religion, 
policy, and social relations ; nay, even more authoritative than 
these, because both capable of more enforcement, as over more 
passive matter ; and needing more enforcement, as the purest 
type not of one law nor of another, but of the common 
authraity of alL But in this matter experience speaks more 
loudly than reason. If there be any one condition which, in 
watching the progress of architecture, we see distinct and 
general ; if, amidst the counter-evidence of success attending 
opposite accidents of diaracter and circumstance, any one con- 
clusion may be constantly and indisputably drawn, it is this ; 
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that the architecture of a nation is great only when it is as 
universal and as established as its language; and when pro- 
vincial difibrences of style are nothing more than so many 
dialects. Other necessities are matters of doubt : nations have 
been alike successful in their architecture in times of poverty 
and of wealth ; in times of war and of peace ; in times of bar- 
barism and of refinement ; under governments the most liberal 
or the most arbitrary ; but this one condition has been con- 
stant, this one requirement clear in all places and at all times, 
that the work shall be that of a school, that no individual 
caprice shall dispense with, or materially vary, accepted types 
and customary decorations ; and that from the cottage to the 
palace, and from the chapel to the basilica, and from the 
garden fence to the fortress wall, every member and feature of 
the architecture of the nation shall be as commonly current, as 
frankly accepted, as its language or its coin.^ 

§ 4. A day never passes without our hearing our English 
architects called upon to be original, and to invent a new 
s^le:* about as sensible and necessary an exhortation as to 
ask of a man who has never had rags enough on his back to 
keep out cold, to invent a new mode of cutting a coat Give 
him a whole coat first, and let him concern himself about the 
fashion of it afterwards. We want no new style of architec- 
ture. Who wants a new style of painting or sculpture ? But 
we want some style. It is of marvellously little importance, if 
we have a code of laws and they be good laws, whether they 
be new or old, foreign or native, Roman or Saxon, or Norman, 
or English laws. But it is of considerable importance that we 
should have a code of laws of one kind or another, and that 



ciplsB M openly and undiiputingly ftcknowledgied as those of its crimiiiai I^^aboo." 
With the idea id § 3, qf. the preface to St. if ark' t Jiait] 

* [In the second fra^^ent of MS. above referred to (p. 248 n.) thU pMsaf^e ram : — 

" A day doei not pais, a lecture ia never recorded in our pablic joamala 

without some call upon English architects to do Bomething- of their own 

— to be original — to cre&te an English style, and to perform other feat* 

and marvels of a novel description . . ." 

Cf. Too Fatk», § 102, where Ruskin again chastisee "the perpetual, emptr, idle, 

incomparably Idiotic tidk about the necessity of some novels in architectare."] 



,, Google 



CH.vn THE LAMP OF OBEDIENCE 25» 

code accepted and enforced &om one side of the island to 
another, and not one law made ground of judgment at York 
and another in Exeter. And in like manner it does not 
matter one marble splinter whether we have an old or new 
architecture, but it matto^ everything whether we have an 
architecture truly so called or not ; that is, whether an archi- 
tecture whose laws might be taught at our schools from 
Cornwall to Northumberland, as we teach EngUsh spelling 
and English grammar, or an architecture which is to be in- 
vented fresh every time we bxiUd a woridiouse or a parish 
school There seems to me to be a wonderful misunderstand- 
ing among the majority of architects of the present day as to 
the vay nature and meaning of Originality, and of all wherein 
it consists. Originality in expression does not depend on 
invention of new wor^ ; nor origmality in poetry on inven- 
tion of new measures ; nor, in painting, on invention of new 
colours, or new modes of using them. The chords of music, 
the harmonies of colour, the general principles of the arrange- 
ment of sculptural masses, have been determined long ago, 
and, in all probability, cannot be added to any more than they 
can be altered. Granting that th^ may be, such additions or 
alterations are much more the work of time and of multitudes 
than of individual inventors. We may have one Van Eyck, 
who will be known as the introducer of a new style once in 
ten centuries, but he himself will trace his invention to some 
accidental by-play or pursuit ; ^ and the use of that invention 
will depend altogether on the popular necessities or instincts 
of the period. Originality depends on notiiing of the kind. 
A man who has the gift, will take up any style that is going, 
the style of his day, and will work in that, and be great in 
that, and make everything that he does in it look as fresh as if 
every thought of it had just come down from heaven. I do 
not say that he will not take liberties with his materials, or 
with his rules: I do not say that strange changes will not 

' [Raskin bad at this time been rarieiring Eutlake'a Bittory <^ Oil Pabiitng; for 
the tnditioDBl account of Van Back's aeddental discorerj of the method. Me tbat 
review, in Oa the Old Road, 1899, voL i. § 116.] 
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sometimes be wrought by his efforts, or his £uicies, in both. 
But those changes will be instructire, mitural, facile, though 
sometimes marvellous; they will never be sou^t after as 
things necessary to his dignity or to his independence ; and 
those liberties will be like the Uberties that a great speaker 
takes with the language, not a defiance of its rules for the 
sake of singularity ; but inevitable, uncalculated, and brilliant 
consequences of an effort to express what the language, with- 
out such infraction, could not. There may be times when, as 
I have above described, the life of an art is manifested in its 
changes, and in its refusal of uicient limitations : so there are 
in the life of an insect ; and there is great interest in the state 
of both the art and the insect at those periods when, by their 
natural progress and constitutional power, such changes are 
about to be wrought. But as that would be both an un- 
comfortable and foolish caterpillar which, instead of being 
contented with a caterpillar's life and feeding on caterpillar's 
food, was always striving to turn itself into a chrysalis ; and 
as that would be an unhappy chrysalis which should Ue awake 
at night and roll restlessly in its cocoon, in efiTorts to turn 
itself prematiurely into a moth ; so will that art be unhappy 
and unprosperous which, instead of supporting itself on the 
food, and contenting itself with the customs, which have been 
enough for the support and guidance of other arts before it 
and like it, is struggling and fretting under the natural limita- 
tions of its existence, and striving to become something other 
than it is. And though it is the nobility of the highest 
creatures to look forward to, and partly to understand the 
changes which are appointed for them, preparing for them 
beforehand ; and if, as is usual with appoijited changes, they 
be into a higher state, even desiring them, and rejoicing in the 
hope of them, yet it is the strength of every creature, be it 
changeful or not, to rest, for the time being, contented with 
the conditions of its existence, and striving only to bring 
about the changes which it desires, by fulfilling to the utter- 
most the duties for which its present state is appointed and 
continued. 
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§ S. Neither originality, therefore, nor change, good though 
both may be, and this is commonly a most merciful and 
enthusiastic supposition with respect to either, is ever to be 
sought in itself, or can ever be healthily obtained by any 
struggle or rebellion against common laws. We want neither 
the one nor the other. The forms of architecture ah-eady 
known are good enough for us, and for far better than any of 
us : and it will be time enough to think of changing them for 
better when we can use them as they are. But there are 
some things which we not only want, but cannot do without ; 
and which all the struggling and raving in the world, nay 
more, which all the real talent and resolution in England, will 
never enable us to do without: and these are Obedience, 
Unity, Fellowship, and Order. And all our schools of design, 
and committees of taste ; all our academies and lectures, and 
journalisms, and essays ; all the sacrifices which we are begin- 
mng to make, all the truth which there is in our Engli^ 
nature, all the power of our English will, and the life of our 
English intellect, will in ttus matter be as useless as efforts 
and emoti(ms in a dream, unless we are contented to submit 
architecture and all art, like other things, to English law. 

§ 6. I say architecture and aU art ; for 1 believe architec- 
ture must be tiie beginning of arts, and tiiat the others must 
follow her in their time and order ; and I think the prosperity 
of our schools of painting and sculpture, in which no one wUl 
deny the life, though many the health, depends upon that of 
our architecture. I think that all will languish until that 
takes the lead, and (this I do not think, but I proclaim, as 
confidently as I would assert the necessity, for tiie safety of 
society, (k an understood and strongly administered legal 
government) our architecture will languish, and that in the 
very dust, until the first principle of common sense be man- 
fiilly obeyed, and an universal system of form and workman- 
ship be everjrwhere adopted and enforced. It may be said 
that this is impossible. It may be so — I fear it is so : I have 
nothing to do with the possibility or impossibility of it; I 
simply know and assert the necessity of it. If it be impossible. 
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English art is impossible. Give it up at once. You are 
wasting time, and money, and energy upon it, and though joa 
exhaust centuries and treasunes, and hreak hearts for it, you 
will never ruse it above the merest dilettanteism. Think not 
of it. It is a dangerous vanity, a mere gulph in which genius 
after genius will be swallowed up, and it will not clos&^ And 
so it will continue to be, unless the one bold and broad st^ 
be taken at the beginning. We shall not manu£u;ture art out 
of pottery and printed stuils : we shall not reason out art b^ 
our philosophy ; we shall not stumble upon art by our experi- 
ments, noT create it by our fancies : I do not say that we can 
even build it out of brick and stone ; but there is a, chance fw 
us in these, and there is none else ; and that chance rests on 
the bare possibility of obtaining the consent, both of architects 
and of the pubhc, to choose a style, and to use it universally. 

§ 7. How surely its principles ought at first to be limited, 
we may easily determine by the considerati(m of the necessaiy 

' frhe MS. GODtiiiaM here m followi : — 

" We have bad two ia the present ceatury, two magnificent and mights- 
William Blake and J, M, W. Turner. I do not Bpeak of the arerage gwiM 



capacitj which in all agei is the adornment and light of each linng 

department of literature and of art. We hare wen manv of Ihwe ligbt. 

wave« of the vide human lea, and we ahall hare their like again in tU 

renewed aweUinft of its tidea. 1 apenk not of them, bnt of the Great Pbarcact. 

of the moving wildemeet, thoee towering and aolittuy beacon* whose b^ im 

aeen from abore, and beyond the morning clond and the evening faorimi. 

We have had only two of these bailt for us; two men who if they bad 

been given to lu m a time of law, and of reeogniied discipline, if they bad 

had either teaching in tbeii youth, or reverence in their manhood, might 

have placed onr age on a level with the prondeet periodi of creative ut 

But wliat have they done fijr na ? The influence of the one is felt aa much n 

the weight of laat winter's snow : and that of the other has been so shortKisd 

by our dulnoM, and distorted by onr miaanprehenaion, that it may be doubted 

whether it has wrought among ua more ot good or of evil." 

The passage ii of interest as showing Rnskia's appreciation of Blake (l7S7-1827)sta 

time when the cult of the poet-painter had not yet arisen. (Gilchrirt'a Lf/i did not 

appear till 1863.) In Modem Painter*, vol iii. ch. ivi. § 10 n., Ruikin refer* to fil«k* 

as " sincere, bnt full of wild creeds and somewhat diseased in brun." In the SUmeUi 

of Dravimg, g 157, his "Bouk of Job" ia included among "Things to be Studied." 

In the Eaglet Ne^, S 21, Blake's poetry is referred to as "the words of a great and 

wise mind . . . and sometimes giving forth in fiery aphorism aonie of the mML 

precious words of existing literature." But he was " driven into diaconraged disease' 

(^ria^ne.n(frenfina,Appendlxi.. where ha is again coupled with Turner); he lived in"i 

conscientious agony of Wautiful purpose and warped power" {Quttn t^lha Air, % 159). 

For other references to him, aea The Cedu* ifAglaia, M 4, S9,aDd Fort CImigm,. 

Letter 74.] 
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modes of teaching any other branch of gener^ knowledge. 
When we begin to teach children writing, we force them to 
absolute copyism, and require absolute accxiracy in the for- 
mation of the letters ; as tbey obtain command of the received 
modes of literal expression, we cannot prevent their falling 
into such variations as are consistent witJi their feeling, their 
circumstances, or their characters. So, when a boy is first 
taught to write I^atin, an authority is required of him for 
every expression he uses ; as he becomes master of the 
language he may take a license, and feel his right to do so 
without any authority, and yet write better I^atin than when 
he borrowed every separate expression. In the same way our 
architects would have to be taught to write the accepted style. 
We must first determine what buildings are to be considered 
Augustan in their authority ; their modes of construction and 
laws of proportion are to be studied with the most penetrating 
care; then the different forms and uses of then- decorations 
are to be classed and catalogued, as a German grammarian 
classes the powers of prepositions ; and under this absolute, 
irrefragable authority, we are to begin to work ; admitting not 
so much as an alteration in the depth of a cavetto, or the 
breadth of a fillet. .Then, when our sight is once accustomed 
to the granunatical forms and arrangements, and our thoughts 
familiar with the expression of them all ; when we can speak 
this dead language naturally, and apply it to whatever ideas 
we have to render, that is to say, to every practical purpose of 
life ; then, and not till then, a license might be permitted, and 
individual authority allowed to change or to add to the re- 
ceived forms, always within certain limits; the decorations, 
especially, might be made subjects of variable fancy, and 
enriched with ideas either original or taken from other schools. 
And thus, in process of time, and by a great national move- 
ment, it might come to pass that a new style should arise, as 
language itself changes; we might perhaps come to speak 
Italian instead of Latin, or to speak modem instead of old 
English; but this would be a matter of entire indifference, 
and a matter, besides, which no determination or desire could 
vm. K 
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either hasten or prevent. That alone which it is in our power 
to obtain, and which it is our duty to desire, is an unanimous 
style of some kind, and such comprehension and practice of 
it as would enable us to adapt its features to the peculiar 
character of every several building, large or small^ domestic, 
civil, or ecclesiasticat I have said that it was irnmateiial 
what style was adopted, so far as r^ards the room tor origi- 
nality which its development would admit : it is not so, 
however, when we take into consideration the far more im- 
portant questions of the facility of adaptation to general 
purposes, and of the sjrmpathy with which this or that style 
woijd be popularly re^uxled. The choice of Classical or 
t^^ I Gothic, again using the latter term in its broadest sense, may 
Ij be questionable when it regards some single and considerable 

public building ; ' but I cannot conceive it questionable, fbr an 
instant, when it regards modem uses in general: I cannot 
conceive any architect insane enou^ to project the vulgariza- 
tion of Greek architecture. Neither can it be rationally 
questionable whethn we should adopt early or late, original 
or derivative Gothic ; if the latter were chosen, it must be 
either some impotent and ugly d^radation, like our own 
Tudor, or else a style whose grammatical laws it would 
be nearly impossible to limit or arrange, like the French 
Flamboyant We are equally precluded from adopting styles 
essentially in&ntine or barbarous, however Herculean Uieir 
infancy, or majestic their outlawry, such as our own Nonnan, 
or the Lombf^ Romanesque. The choice would lie I Mark 
between four styles:—!. The Rsan Romanesque; 2, The 
early Gothic of the Western Italian Republics, advanced as 
&tT and as fast as our art would enable us to the Gothic of 
Giotto ; 8. The Venetian Gkithic in its purest development ; 
4. The English earliest decorated. The most natural, periiaps 
the safest choice, would be of the last, well fenced from 
chance of again stiffening into the perpendicular ; and perhaps 
enriched by some mingling of decorative elements from tiie 

> [See elwre, note 3 on p. 231.] 
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exquisite decorated Gothic of France, of which, in such cases, 
it would be needful to accept some well-known examples, 
as the North door of Rouen ' and the church of St. Urbain 
at Troyes,' for final and limiting authorities on the side of 
decoraticm. 

§ 8. It is almost impossible for us to conceive, in our 
present state of doubt and ignorance, the sudden 
dawn of intelligence and 6mcy, the rapidly in- 
creasing sense of power and facility, and, in its jieirfefyand 
proper sense, of Freedom, which such wholesome •"•5^"- 
restraint woxild instantly cause throughout the *'*™"- 
whole circle of the arts. Freed from the agitation and em- 
barrassment of that liberty of choice which is the cause of half 
the discomforts of the world ; freed from the accompanjring 
necessity of studying all past, present, or even possible styles ; 
and enabled, by concentration of individual, and co-operation 
of multitudinous energy, to penetrate into the uttermost 
secrets of the adopted style, the architect would find his whole 
understanding enlarged, his practical knowledge certain and 
ready to hand, and his imagination playful and vigorous, as a 
child's would be witJiin a walled garden,* who would sit down 
and shudder if he were left free in a fenceless plain. How 
many and how bright would be the results in every direction 
of interest, not to the arts merely, but to national happiness 
and virtue, it would be as difficult to preconceive as it would 
seem extravagant to state : but the first, perhaps the least, of 

> [Far wUeh Me above, pp. 89, 216.] 

* fThe Cbureh of St Urbun wm fbnnded bj Pope Urben IV., boh of a thoenuker 
of Troyea (1261-1266) on the sita of bia fathsr'a honaa. It wu never finiabed beyond the 
ttuiit and nave, and oaa now been reitorad. Ruakin went to Trovee on his way home 
in 1S46, and made "notei od the external tracery of St. Urbain, which fixed that 
church fi>r me aa the hifheat type of Gothic constraction, and took me off all Italian 
modelafor the next four years (iVotenta, 11. ch. x. § 191), M. Viollet leDueendoraes 
Rualdn'a opinion of the chnrefa. " L'^liia S. Urhun est eeriainement," he aaya, " la 
demiira limite i laqueUe la caiutroction de pierre puine atteindre, et, comme eom< 
poeiUon archltectonique, c'est un ebef-d'teavnb" It contaiiu, alw, eome fine glaM, 
which Riukia noted in hia diary,] 

■ [The text of thia apboriam, in blaok-letter in the 1880 edition, ii from "It ia 
•Imoat impoadble for us . . ." down to ''endeavour t« trac« them further."] 

* [Aa was the caae with Rnilcin himaelf aa a child, within the walled garden at 
Heme BUI: aee iVotertia, vol i. ch. ii.("Heme Hill Apple Bloaaoma"}.] 
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them would be an increased sense of fellowship among our- 
selves, a cementing of every patriotic bond of union, a proud 
and happy recognition of our affection for and sympathy with 
each other, and our willingness in all things to submit our- 
selves to every law that could advance the interest of the 
community ; a barrier, also, the best conceivable, to the un- 
happy rivalry of the upper and middle classes, in houses, 
furniture, and establishments ; and even a check to much of 
what is as vain as it is painful in the oppositions of religious 
parties respecting matters of ritual, lliese, I say, would be 
the first consequences. Economy increased tenfold, as it 
would be by the simplicity of practice; domestic comforts 
uninterfered with by the caprice and mistakes of architects 
Ignorant of the capacities of the styles they use, and all the 
symmetry and sightliness of our harmonized streets and public 
buildings, are thhigs of slighter account in the catalogue of 
benefits. But it would be mere enthusiasm to endeavour to 
trace them farther.* I have sufiered myself too long to in- 
dulge in the speinilative statement of requirements which 
perhaps we have more immediate and more serious work than 
to supply, and of feelings which it may be only contingently 
in our power to recover. 1 should be unjustly thought un- 
aware of the difficulty of what I have proposed, or of the 
unimportance of the whole subject as compared with many 
which are brought home to our interests and fixed upon our 
consideration by the wild course of the present century. But 
of difficulty and of importance it is for others to judge. I 
have limited myself to the simple statement of what, if we 
desire to have architecture, we must piimarily endeavour to 
feel and do : but then it may not be desirable for us to have 
architecture at all. There are many who feel it to be so; 
many who sacrifice much to that end ; and I am sony to see 

* I ua well content to close my thirty-three aphorisniB with this most 
comprehensive one; — uid mj fifty-five notes with this still more com- 
prehensive reduction of them to practice for the modern reader : — Build 
nothing that you can possibly help, — and let no land on building leasoL 
[1880.] 
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their energies wasted and their lives disquieted in vain. I 
have stated, therefore, the only ways in which that^end is 
attainable, without venturing even to express an opinion as to 
its real desirableness. I have an opinion, and the zeal with 
which I have spoken may sometimes have betrayed it, but I 
hold to it with no confidence. I know too well the undue 
importance which the study that every man follows must 
assume in his own eyes, to trust my own impresdons of the 
dignity of that of Architecture ; and yet I think I cannot be 
utterly mistaken in r^;arding it as at least useful in the sense 
of a National employment. I am confirmed in this impres- 
sion by what I see parsing among the states of Europe at 
this instant. All the horror, distress, and tumult which 
oppress the foreign nations, are traceable, among the other 
secondary causes through which God is working out His will 
upon them, to the simple one of their not having enough to 
do.^ I tan not blind to the distress among their operatives ; 
nor do I deny the nearer and visibly active causes of the 
movement : the recklessness of villainy in the leaders of revolt, 
the absence of common moral principle in die upper classes, 
and of common courage and honesty in the heads of govern- 
ments. But these causes themselves are ultimately traceable 
to a deeper and simpler one: the recklessness of the dema- 
^gue, the immorality of the middle class, and the effeminacy 
and treachery of the noble, are traceable in all these nations 
to the commonest and most fruitful cause of calanoity in 
households — idleness. We think too much in our benevcdent 
efforts, more multiplied and more vain day by day, of better- 
ing men by giving them advice and instruction. There are 
few who will take either : the chief thing they need is occupa- 
tion. I do not mean work in the sense of bread, — I mean 
work in tiie sense of mental interest;* for those who either 



> [For Raikin'a obMmtionfl to thia effect, aee hie line* "Written mmonc tlie 
Btwei Alpet" (18U), VoL II. p. 23B ; ud the puMge from Iiia letter from France 
■quoted below, p. 263.] 

* [Ruakln ■ palitinJ riewt w«re already, it will be eeen, bef^inninff to take their 
uhimkte ahape, and to wear a pontiTe, aa well h » negative, ■■piect. He waa oppoaed 
to Libertjr in the aenae of abaence of mtrMint, but he waa beginning to aee tb* 
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are placed above the necessity of labour for their bread, «■ 
who will not work although they should. There is a vast 
quantity of idle enei^ among European nations at this 
time, which ought to go into handicrafts ; there are multitudes 
of idle semi-gentlemen who ought to be shoemakers and car- 
penters ; but since they will not be these so long as they can 
help it, the business of the philanthropist is to find than 
some other employment than disturbing governments. It is 
of no use to tdl them they are fools, and that they will only 
make themselves miserable in the end as well as others: if 
they have nothing else to do, they will do mischief ; and the 
man who will not work, and who has no means of intellectual 
pleasure, is as sure to become an instrument of evil as if he 
had sold himself bodily to Satan. I have myself seen enou^ 
of the daily life of the young educated men of France and 
Italy,* to account for, as it deserves, the deepest national 

nMMMity of Idbertr in the positive senee of freedom to m&ke the best of them- 
•elrea, tecured to the citizetu of m state hy wise government He tm not nti^ed 
rither with the republican short cats of 1S48, of which he witneaaed the effects in 
Fnmce in that yev. or with benevolent despotisin, such as he hed stadied io 
Florence in 18U. The passage in the text ii ulustnted hj a letter written to his 
&ther in that year :— 

" Baveno, Aug. 24, 1S4S. — . . . I wanted to explain vhat I meant hj uf- 
ing, a letter or two ba«k, that I was getting more republican. 1 didn't, fon 
see, mean more of a lilwrty man — of all curses that poor, vicious, idiotic maa 
can suffer, liberty is perhaps the greatest ; but if one can be made to govern 
onesdf, the exertion required to do so ''"°g" out a fine creature. Of all 
goTeromenti I have ever seen at work, that of Florence seems to me at prceent 
the worst ; and it ia in its form, not in its head, for the Duke [Leopold ILJ 
is a good sort of person enough. The people are quiet under him and hn)p7 ; 
so are the ftogs and the lice ; and there ia about as much mind and worthmess 
in the one as in the other. I have heard it nid that if the fields of a countrj' 
are well cultivated aud its markets well supplied (and they are at Florence), 
the government was annredlv good. But it is not enough to make a govern- 
ment good, that its markets be well supplied — if it has turned its pe<^Ie into 

* [Roskin often made notes of his obeervation of such points iu his letters hrane 
and in his diaries. The fbllowing passage in a letter to his fiither from Ronen (Oct 
2, 1B4S) will s«rve as an example :— 

" Certainl]' I saw nothing good at Caen. I went to a cafe, to get mr aketeh- 
ing, rwularlv. The first day I went there, about eleven o'clock, in tne uppvr 
room ^sndea all over to conceal spitting) there fbllon-ed me upatairs a fttr 
of five yonng men, deoeutly enough dressed, who sat down to drink beer, 
smoke, and play at cards. We aU continued our occupations for at»out sa 
hour and a half, when one of them having risen and come to the window t» 
sea what I was about, I put aaide my drawing (after allowing him to see it) 
and began oonvanation by saying what a happy eountrj France was or mint 
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suffering and degradalitMi ; and though, for the most part, our 
ccHnmerce and our national habits of industry preserve us from, 
a simUar paralysis, yet it would be wise to consider whether 
the forms of employment which we chiefiy adopt or promote, 
ate as well calculated as they mig^t be to improve and 
elflvate u& 

We have just spent, for instance, a hundred and fifty 
millions, with which we have paid m^i for digging ground 
£rom one place and depositing it in another. We have 
foimed a large class of men, the railway navvies, especially 
reckless, unmanageable, and dangerous. We have maintained 
besides (let us state the benefits as fairly as possible) a number 
ai ironfounders in an unhealthy and painful employment ; we 
have developed (this is at least good) a very ]arge amount of 
mechanical ingenuity; and we have, in fine, attained the 
power of going fast firom one place to another. Meantime we 
have had no mental interest or concern ourselves in the 
operations we have set on foot, but have been left to the 
usual vanities and cares of our existence. Suppose, on the 
other hand, that we had employed the same sums in building 
beautiful houses and churches. We should have muntained 

be — in eompuiaon of England — where the joaag men could afford the time 
and the roone^ to spend in caflfB from eleven to one, who witb ui would be 
eampttlled to work for their broad. He bluhed coiuidenU^, and laid it 
alwaya liappened more on Saturday, which »■• a kind of holiday. 'Then,' 
I said, 'on Sunday— -to-moTTOw-^of conrae yon go to church.' 'Jameis,' 
he answered, hot not in a spirit of bravado : on the contrary, looking fidgetty 
and nnoomfortable. 'Never at all?' I said. 'Jamsls.' "Then, I suppose 
yon do not believe in OoA.' 'Oh yes, certainly.' 'Well, but then do 
not the priests tell you that you should go to church?' 'Ah yes, but 
enfin, ce n'est pas la coutume ifi.' 'Well,' I Kud, looking all the while 
very innocent, and ■* if I s^ed for inlbrmatlon — ' then, of ooune yon say 
your piayerm in the morning and when you go to bed?' He looked round 
at this to his companions who were still drinking their beer, hot had left off 
their game at cards to listen. The qneetian was received with a Uugh Indeed, 
but not an insolent one (as I expected) ; they leemed rerr mnch astonished 
and a good deal ashamed and partly pimled to know what I was at, and 
partly amuaed at the erident discomfort of the person immediately addressed, 
who replied hesitatingly, 'Nod, non, nous ne prions jamais, c'est k dire — 
enfin — on £iit la prim quand on eat triste.' " 
Rnskia oarrlod bia miaaionary enterprise farther, and meeting the same young man 
^ain a day or two after, "ventnred to suggest to him that he would find the Bible a 
Tvry interesting book, and . . . reading It quite aa entertaining as card-playiog in 
the momiog."] 
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the same number of men, not in driving wheelbarrows, but in 
a distinctly technical, if not intellectual employment; and 
those who were more intelligent among them would have been 
especially happy in that employment, as having room in it for 
the development of their fency, and being directed by it to 
that observation of beauty which, associated with the pursuit 
of natural science, at present forms the enjoyment of many of 
the more intelligent manufacturing operatives. Of mechamcal 
ingenuity, there is, I imagine, at least as much required to 
build a cathedral as to cut a tunnel or contrive a locomotive : 
we should, therefore, have developed as much science, while 
the artistical element of intellect would have been added to 
the gain. Meantime we should ourselves have been made 
happier and wiser by the interest we should have taken in the 
work with which we were personally concerned ; and when 
all "was done, instead of the very doubtful advantage of 
the power of going fast from place to place, we shotild 
have had the certain advantage of incr^ised pleasure in 
stopping at home. 

§ 9. There are many other less capacious, but mc»e 
constant, channels of expenditure, quite as disputable in their 
beneficial tendency; and we arc, perhaps, hardly enough in 
the habit of inquiring, mth respect to any particular form of 
luxury or any customary appUance of life, whether the kind of 
employment it gives to the operative or the dependant be as 
healthy and fitting an employment as we might otherwise 
provide for him. It is not enough to find men absolute sub- 
sistence ; we should think of the manner of life which our 
demands necessitate ; and endeavour, as far as may be, to make 
aU. our needs such as may, in the supply of them, raise, as well 
as feed, the poor.^ It is far better to give work which is above 
the men, than to educate the men to be above their work. It 
may be doubted, for instance, whether the habits of luxury, 
which necessitate a large train of men servants, be a whole- 
some form of expenditure; and more, whether the pursuits 

' frhe leading ideu in Rtukin's political ecoaomf here bef^n. It will be weo, te 
■ho* thenuelvea. Thia puaage ooDtain* the kftynote of much of it.] 
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which have a tendency to enlai^ the class of the jockey 
and the groom be a philanthropic fonn of mental occupa- 
tion. So again, consider the luge number of men whose 
lives are employed by civilised nations in cutting facets 
upon jewels. There is much dexterity of hand, patience 
and ingenuity thus bestowed, which are simply burned out 
in the blaze of the tiara, without, so far as I see, bestow- 
ing any pleasure upon those who wear or who behold, at 
all compensatory for the loss of life and mental power 
which are involved in the emplojmaent of the workman. 
He would be &r more healthily and happily sustained by 
being set to carve stone ; certain qualities of his mind, for 
which there is no room in his present occupation, would 
develope themselves in the nobler ; and I believe that most 
women would, in the end, ia«fer the pleasure of having built 
a church, or contributed to the adornment of a cathedral, 
to the pride of bearing a certain quantity of adamant on 
their foreheads. 

§ 10. I could pursue this subject willingly, but I have 
some stirange notions about it which it is perliaps wiser not 
loosely to set down. I content myself with 6nally reasserting, 
what has been throughout the burden of the preceding pages, 
that whatever rank, or whatever imp(»tance, may be attributed 
or attached to their immediate subject, there is at least 
some value in the analogies with which its pursuit has pre- 
sented us, and some instruction in the frequent reference of its 
commonest necessities to the mighty laws, in the sense and 
scope of which all men are Builders, whom every hour sees 
laying the stubble or the stone. 

I have paused, not once nor twice, as I wrote, and often 
have checked the course of what might otherwise have been 
impcntunate persuasion, as the thought has crossed me, how 
soon all Architecture may be vain, except that which is not 
made with hands.' There is something ominous in the light 
which has enabled us to look back with disdain upon the ages 

1 [2 Corintbiauf v. 1.] 
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amcKig whose lovely vestiges we have been wandering. I could 
smile when I hear the hopeful exultation of many, at the new 
reach of w<H'Idly science, and vigour of worldly effort ; as if we 
were again at the beginning of days. There is thunder on the 
horizon as well as i^wn. The sun was risen upon tJie earth 
when Lot entered into Zoar.^ 

■ [G«nMU dx. 23.] 
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NoTEl(p.8S, aboTC)» 

" mtk the Idolatmut Enptiam."— The prolMbillty is indeed slisbt in com- 
parison, but it it a pntbabulty nevertheless, and one which ts dailf on the 
increue. I trust that I may not be thought to underrate the danger of such 
sympathj, though I speak Ifghtly of the chance of it I have cooGdence ia 
the central religious body of the English and Scottish people, as being not 
only untainted with Romanism, but immovably adverse to it: and, however 
strongly and swiftly the heresy of the Protestant and victory of Uie Papist 
may seem to be extending among us, I feel assured that there are barriers in the 
living &ith of this nation which neither can oveqMSS.' Yet this confidence is 
only in the ultimate faithfulness of a few, not in the security of the nation 
firom the sin and ptmiahment of partial apostacy. Both have, indeed, in some 
sort, been committed and suffered already; and, in expressing my belief of 
the close connection of the distress and burden which the mass of the people 
at present sustain, with the encouragement which, in various directions, has 
been given to the Papist, do not let me be called superstitious or Irrational.* 
No man was ever more inclined than I, both by natural disposition and by 
many ties of early association, to a sympathy with the piindples and forms at 
the Romanist Church ; * and there Is much in its discipline which conscientiously, 

■ [In editions 1 and 2, the t«xt was followed b^ wventeeii "Notes." In the 
•diUon of IS80 these were omitted, with the exception of five irhich were recMt, 
with additions, in the form of Appendicea. In this edition the shorter notes hare 
been ^ven under the text (vis. Notes 2-6, and S-16, in eds. 1 and 2), The other three* 
wliich are iauff, and which, in two cases, were added to in the edition of 1S60, are for 
better convenience given tepaiately here.] 

* [" I, ffigo 13" in eds. 1 and i. Omitted as "apiece of labid Protestantism "from 
later editions,] 

* [The MS. adds " , although not havtnv been vet audadoosly enongh assailed, the 
strengtfaof those rook foundations has not been felt"] 

* [RiiskiD, as he says in the opening words of Pntltrita, was "a violent Toij of 
the old echool" — a description which perhaps needs correction iu view of some of his 
later ojuniona, hut which certainly seems borne out by the tone of this note of 
1848-1840. llie " eneonr^emeut given in various direction* to the Papist" refers 
presumably to Catholic Emancipation (1829), and the M»nooth nant (1845).] 

* [Hils statement is somewhat surprising in view of Ruskins strictly Fr 
bringinc-op ; but foreign travel had readily given him sympathy with the KBuieao 
aide ofRoman Catbolicisni. Tliis appears vei? strongly in the diuy of 1B48 : — 

"(RovaiTj Oetaber 10). The church serrice of this afternoon in the 
oathadral was, I suppose, the last st which we shaB be present this journey 
in a Romanist church ; and it has perhaps contributed more to my former 
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as well aa lympatheUcally, I could lore and advocate. But la confessing tbi* 
atrength of affectionate prejudice, siirelf I Tindicate more respect for my finnljr 
exprnsed belief, that the entire doctrine and system of that Church is in the 
fullest sense anti-Christian ; that its lying and idoUtroas Power is the darkest 
plague that ever held commission to hurt the Earth ; that all those yearnings 
for uni^ and fellowship, and common obedience, which have been the root 
of our late heresies, are as false fn their grounds as fatal in their termination ; 
that we never can have the remotest fellowship with the utterers of that 
fiearful &lsehood, and live; that we have nothing to look to from them hot 
treacherous hostility ; and that, exactly in proportion to the sternness of our 
separation from them, will be not only the spiritual but the temporal blessings 
granted by God to this country. How close has been the correspondence 
hitherto between the degree of resistance to Romanism marked in our nati<xial 
acts, and the honour with which those acts have been crowned, has been suffi- 
ciently proved in a short essay by a writer whose investigations into the 

idess of the propriety of splendonr uf music and architecture in reli^us 
service than any at wblch I hare been prsMnt of the kind ; the congr^atian 
full snd attentive ; the archbishop coming; down irith his attendants, as osnal, 
to hii seat opposite the pulpit, aiid thence blemitiK the people ; the Mnnon 
relatinK the good that religious men vxd prelates had done to the ci^ ; its 
text, ' Blessed are the people who have the Lord for tb^r God ' ; the singing' 
afterwards most saintly ana sublime. I ielt convinced that freed From abuses, 
this mode of service was the rinht one, and that if biahopi were bishops indeed, 
and priesta priesti indeed, — if the doctrinesof purgatory and bought absolu- 
tion, of MsrioUtry, irnd of the ricariaiiiim of the Pope, — above all, if dis- 
honesty and doing evil that good might come and doctrines of «alvatioo by 
works were cast out of the Church, sud the Bible made free to the people, — 
that all theae proud piltara and painted caaements, all these boming lam^ 
and smoking censers, all these united voices and Boleiun organ peals bad tbeir 
right and holy use in this tbeir service, and that all these white-robed priests 
aud young troopi of nonce and cborister could be, snd ought to be, devoted 
to their lo^y duties and separated from the common world without offence — -ye^ 
and with high honour, before God. As I never before felt so assured of all 
this, so, on the other hand, 1 never more strongly felt the non-importance of 
all these things as (objects of dispute or of law. In some respects tfaey are 
little other thui msttets of taste in religioo, certainly not to be enforced upon 
those whose vulgarity tbey offend, but still less to be refused to, or blamed 
in, those whom they edify. ' 
So slso In s letter to his &ther (Rouen, Oct. 9) :— 

" We hsve a French Protestant service in the morning, and at 3 in the 
afternoon we go to vespers in the cathedrsL Now, vespers are very neerly 
our English evening service magnificently chanted ; we nave the Ps^ms jnst 
" '~ '~r ca^edrals, only in Latin ; then the Magnificat, nobly sung ; then 



some altar chanting and Uien the sermon ; »U the priests, novices, etc, com- 
ing down from the altar, and the Archbishop from his throne, to sit before the 
pulpit — bis croner and the crucifix held before him by two priests in white 



stoka, and the little choristers, Paul Veronese like, with their ckiuisuu cB|n, 

Cuped round him ; all which gives me intense pleasure. We sit close to 
I, near an excellrat sermon, receive his blessing with the rest of the con- 
gregation— J at least very thankfully, and then after some more lovely 
i of chanting, we come out into the grey cathedral porch — I trust 



none the worse for an hour so spent, whatever the portion of the con- 
gregation may be who leave that porch for the planlced passages of the 
theatre door.''] 
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Influence of Religion upon the fate of NaUoni have been singulsrly earnest and 
■ucceufiil — a vriter with vhom I faithfully and firmly believe that England 
will never be proaperouB again, that the honour of her amii will be tarnished, 
and her commerce blighted, and her national character degraded, until the 
Romaniat i> expelled from the place which has impiously been conceded to him 
among her le^slators. " Whatever be the lot of those to whom error is an 
inheritance, troe be to the man and to the people to whom it is an adoption. 
If England, free above all other nations, sustained amidst the trials which have 
(»vered Europe, before her eyes, with burning aud slaughter, and enlightened 
by the Eitllett knowledge of divine truth, shall refuse fidelity to the compact 
by which those matchless privileges have been given, her condemnation will 
not linger. She baa already made one step full of danger. She baa committed 
the capital error of mistaking that for a purely political question, which was a 
purely religious one. Her foot already bangs over the edge of the precipice. 
It must be retracted, or the Empire Is but a name. In the clouds of darkness 
which seem to be deepening on all human policy — in the gathering tumults 
of Europe, and the feverish discontents at home — it may be even difficult to 
discern where the power yet lives to erect the fallen majesty of the constitu- 
tion once more. But there are mighty means in sincerity; and if no miracle 
was ever wrought for the faithless and despairing, the country that will help 
itself will never be lefl destitute of the help of Heaven." (Hutorical EttavM, 
by the Rev. Dr. Croly.i 1642.) The first of these essays, "England the 
Portress of Christianity," I most earnestly recommend to the mn&tation of 
those who doubt that a special punisbment is inflicted by the Deity upon all 
national crime, and perhaps of all such crime, most instantly on the betrayal, 
on the part of England, of the truth and the faith with which she has been 
entrusted* 

Note S (p. 67 above).* 

"Doet not admit iron at a amttnic&oe material" — Except in Chaucer's noble 
temple of Mars. 

In the former editions, a note on the structural use of iron quoted Chaucer's 
deaeriptton of the temple of Mars ; but only in the Chaucer English, which few 
readers quite understand, and which I certainly do not always myself. I re- 
write it now in aa familiitr spelling as may be, with a little bit of needful 
explanation. 

" And downward from a hill under a bent 

There stood the temple of Mars annipotant, 

Wrought all of bnmid steel ; of which th' entree 

Wt» long, and strait, and ghastly for to see. 
6. And thereout came a rage, and such a vise 

That it made all the gates for to rise. 

The Northern light in at the door shone. 

For window on the wall ne waa there none, 

> [For Croly, see Vol. I. pp. 409, 44A.] 

■ [Rnskin expresses the same opinion on CatboUo EtnancipaUon in The SUnut qf 
Vaika, vol L ch. L § 11.] 

* ["7, p. 37" in eds. 1 and 2. Appendix 111. in 1880 and Uter editions.] 
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Through whkh man nighton kbj light dlttanM; 
10; TIm door WMkll of wlamiuit«teriM^ 

VcIeiiGhed orertliinrt and cndeloiiK 

With iron tough, and for to majce it ■trong, 

Brcry pillar, the templo to anatene, 
14. Wu tna-grcati *>f iron bright and iheene." 

(The FniffW'IWe,/. 1963 (/"TAeOmfartHrr rate;") 



LUie 1. "Bent" In gloaurf, the 'bending/ or declivity, of a bUL 
Propeily, I believe, the hollow cut oat hj the sweep of a atream. Joat the 
pUce where tbejr put milldanu or chimneys on the atnams above Sheffield, 
lor grinding knives or bajoneta. 

Une 3. " Bumtkl steel." Twice hardened in the fire. 

Line 5. " Vise." I am not sure what the word means ; but the genenl 
■•enie is, thftt such a blast came out of the building, that it lifted the gate^ 
underneath, as a portcullis is lifted. 

Line 7. "The Northern light" Flickering, furious, and cheerlesi the 
-oidy light that Is ever seen by the soul purposed for war. 

Line 10. "Adamant" Diamond: thejewel which means sable in bcnidrj. 
"The N(»them light ia conceived as shining through ft 

Line 11. "Tun-great" As large round as a cask. 

Note, finally, the absolute carelessness of alt great poets, whether their 
Images be eommon or not, — so only they be clear. 



There is, by-the-bye, «n exquisite piece of architectural colour just before : 

" And northward, in a turret on the wall 
(^at^tuUr wUto, mid red eerall, 
An oratorie riehe for to lee. 
In worahip of Diane of ChaatitM." I 

' [The note aa printed above ia from the 1380 edition. Eds. 1 and 2 read:— 
"Except in Chaacer'i nohle tampla of Hai* (quotation as above, thoiwh diCereotlT 
spelt: tee below). There ii, br-tlie-b]re, . . . C3uutitee." The folfewii^ ia tha 
■quotation fn»ii Chaucer aa printed in eda. 1 and 8 : — 

" And dounward from aa hill under a bent, 
Ther stood the temple of Mara, armipoteot, 
Wrought all of burned atele, of which th' entree 
Was longe, and atreite, and gaatly for to aee. 
And thereout came a rage, and awiche a viae 
That it made all the gates for to riae. 
The northern light in at the dore shone. 
For window on the wall ne was ther none, 
Thnrwh which men migbten any light diaoem& 
The dore was all of atbanwnt eteme, 
Yclenched overthwart and eodelong 
With yren toogh, and for to make it atrong, 
Every piler, the temple to auitene. 
Was Unme-gret, of yren bright and ihene." 

{The fa^UM Tak.) 
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Note S (p. 249 above).i 

"hoiuafthenobUtlpoemt." — Coleridga'g Ode to FraoM : — 

" Ye Clondi ! that &r above me float uid p*UM, 
Whose pathles inarch no morbd may control ! * 
Ye Oocu)-WB*et I that wberaaoe'er yo roll. 



Yield homaga onlv to eternal lawa I ^ 
Ye Woodi I that iMen to the ni^b-Mrds idnffinr,* 
Midway the amooth and perilout elope reclioed,' 



..nyoarowD impenoaa branchee iwingiii;,* 

Have made a solemD mndc of the irind 1 
Where, like a man beloved of God,' 
Through gWma, which aever woodman trod,' 

How oft, pursuing &ndefl buly, 
Hf mooDlig;ht way o'er flowering weedi I wonnd. 

Inspired, beyond the fnieaa of fblly,^ 
By each rude ahape and wild uncoDqiiei«ble toond I 
re loud Wave* ! and O ye Foreals high I 

And O ye Clouds that ^ above me loared I 
Tbon risii^ San I thon blue rejoicing Sky ! ■ ' 

Yea, every thing that ia and will be free ! 

Bear witneaa for me, whereaoe'er ye be. 

With what deep wonhip I have itill adored 
Tie apirit ofilivineat liberty." 

* If controlled by God, are thev therefore more A«e f 

^ It the ship they bear leea noble in obeying thoae, and her captain alao? — and doe* 
■he gain dignity in diaobeying her helm i 



* Why midway, any more than at the top, or the bottom ? 

■ la it honourable then to be imperiooa, out not to be obedient — and what are the 
hranchea imperative of? to what? 

' Nonsense agwn. We are not more like "men beloved of God," when we walk 
in a wood, than when we walk ont of one. 

* Are woodmen naturally profiue persona F 

^ Holineaa, and Inapiiation of an ungneMable height, oUiraed perhapi too eon- 
fidently, for the fimciea of a moonlight walk, among rude shape* and onconqneraUe 
Doiaea. 

' ^ Hie rising son has not been before noticed ; nor does it appear why the antbor 
considers it more " free" in rising than aetting. Of all object* In Creation, the son is 
the last which any rational person would think of as moving in "the aptrit of divineat 
liberty," or could wish that it shooU be permitted to do so.* 

Noble verse, bat erring tbought : contrast George Herbert : — 
" Slight thoae who aay amidst their sickly healths, 
Thou livest by rule. What doth not lo but man ? 
HoDsei are built by mle, and Conunonwealths. 
Entice the trusty sun, if that you can. 
From his eeliptio line ; beckon the sky. 
Who lives by role, then, keeps good compeay." 

' ["17, p. 183" in ed*. landZ. "Appendix V." in later editions.] 

* rrheee notes were added in the 1880 edition. For another critialBm of Coleridge, 
see Vol. IV. pp. 381-303.] 
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" Who IcMpa no rnard upon himMlf ii ilmck. 
And rota to nouiiifr at the next f^'est thstr ; 
Men is * shop of riuei ; ■ irell-tron'd ptck 
Wltoeo erery parcel underwritca a law. 

LoM not tbjTMlf, nor give thjr humoarB way ; 

God gun them to thee nnder lock and kef." ^ 

* [Tfta CibtrcA Porek, claDiaa 23 and 24. In the laat line bnt one, the better r«adinf 
if "Loom" for "Lom." The quotation from Herbert waa an afteMhought of the 
author't ; aee letter in Appeodiz i below, p. 270.] 
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LETTERS ON "THE SEVEN LAMPS 
OF ARCHITECTURE" 

1. TO W. H. HARRISON' 

FoucraTOHB, SaturOai/ [AprU 18, IBMJ. 

DsAR Mr. Harrison, — I now return ^ou the whole of the sheets — carefully 
compared in every part : but there are one or two matters which will I am 
aoTxy to say cause you more trouble than I had the slightest intention — elastic 
as my conscience is — of inflicting upon you. I shall not again so miscalculate 
my powers of revision as to leave all—nt the last — upon my kind friend's 
shoulders, as I have done now, though after so often feeling the advantage 
of your assistance in the detection of errors, I feel I shall hardly be able to 
trust anything to the press that has not passed through your hands. 

To begin at the beginning, I have added a footnote to the Preface and 
titles for list of Plates. You will find the places of the Plates which I could 
not fix marked on the slips. 

Sndly, I enclose a proof of a new page, 51, of which I tried to cancel the 
first copy. Would you kindly compare p. 52 with the last revise thereof and 
make it correspond. I have looked over the new p. 51 ; it is all right 

Srd. In slips B. and G.^ note that bracdot should be braccia, the Italian 
plural, unless there Is some difference in the words for the arm and the 
measure ; and I have altered Sixtht into Pahm, only I am not quite sure whether 
the four-inch measure u the Palmo — perhaps Mr. Williams can tell you this at 
once, or fiimish you with some book of Italian measures. The inches ought 
also — if there is any difiierence between Italian and English inches — to be 
specified as Italian. Please notice this particularly — arranging the names 
above the measures as you and Mr. Williams think best, remembering that 
there go six of the [Palml 71 to the S4-inch braccio. 

4th. Please don t put Note 1, Note S, but only 1 and S, etc. Then, Note 6 ■ 

* [For W. H. Harrison, see Vol. I. p. xlviil. ; and in this volume, p. xxvii. above. 
I present letter is here given as an example of many of the kind, i'— ' — — "-- 
various booki, and editions of books, vrhich Harriaon nw through the pi 



He present letter is here given as an example of many of the kind, referring to tlie 
various books, and editions of books, vrhich Harrison nw through the prew for nndun. 
Tie " Mr. Williams " referred to was for many years employed as a literary aanatant 



.a the firm of Smith, Elder & Co. It was to him that Charlotte Brontd addreMed 
the letter cited at Vol. IV. p. zzxiz., and above, p. xxxvi.l 

» [See ch. V. g 9, p. 201.J 

■ [Note * on p. 66.] 
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doea not read nicely ; I want it put umply thus — Compare lUad 2 1 with 
Odj/ttof Q 5-10 — putting Sigma and Omega for numbers of bookc — and the 
line* : only I haven't an llmi to find the line. Can you find the Shout of 
Achillea from the wall, or can Mr. Williaou? — and put the line — that in the 
Ody*Mey ia all right — line 5 to 10, 

Then, you wilt find a reference in chap, 6, J 1, note 14, which mnat be 
added.i Thua :— 

IS, n.— "The Floiran loat thair lifrlit, the river its mnne." Yet not oB their li^tt— 
nor all Its muiic Compare Modem Paintert, VoL II. Chqt. . «. . 

Now this Chapter and n. my good fHend Mr. H. only can find for me ; it 
is the Chapter beaded — "Various Theories concerning Ideas of Bean^" — 
(by-the-by I am not quite sure if it be in first volume or second), and the 
paragraph is the beginning of the passage about assodaUon — the paragr^b 
aiding "wrath, ravage, and misery of man." 

Then Notes 14 and 15 have to be made 15, l€; and finally as Hr. Coleridge 
most not hare it his own way at the end, would you add on this : — 

Noble verse but erring thought : c<mtrast George Herbert. . . . [Qoota- 
tioDaa in note on p. S7l above] 

That will do better for a finiab. I am quite tired, dear Mr. H. : good-b^e 
— and a thousand thanks to you and rememlwances to aU, 

Ever yours, 

J. Rdsxim. 



a. TO G. SMITH* 

Gbnxva, June Bth (1849). 

, Mv OBAR Sui, — I have seen with much pleasure the &vouisb]e notioea of 
the Lantju in the London Journals ; for, considering the way in which the 
boolc clashes with many wide interests and received opinions, I had not hoped 
fiir so kind a reception of it ; but as none of the reviewers appear to luvc 
undcistood the purpose and value of the illustrations,* I think it right that 
you at least should have it in your power to give some answer to any verbal 
objections that may be made to their apparent rudeness. 

I have been a little too modest in the Pre&ce — and had calculated too 
iBucb on the reader's discovery of what 1 ought to have told him; namely, 
that though indeed many portions of the plates on which I spent considerable 
time, have, owing to the softness of the steel, ended in " a blot," yet, such as 
they are, tfaey are by far the most sternly faithful records of the portiMis of 
arcbitecture they represent which have ever yet been published ; and I am 



' [Seat 

" [ThB 



MTfce Mumy Smith, who at this time was assuming manage- 
ment of the publishing business of Messrs. Smith, Blder & Co. The letter is hers 
reprintad from the privately printed volume, Letter* upon 9ahjeet* of Geneml littered 
Jn>m John Butkm to Variotu Gorreipondentt, 1892, pp. B-lii. Its contents should be 
compared with Stone* qf Venioe, vol L Appendix 8, where a similar defence of tha 
oriniul plates in The Seven Lampt ii given.] 

* [See, however, the review cited above, p, xlv.] 
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persuaded that in course of time, this severe truth will give them « value ftr 
higher than that which fs at present set upon plates of more delicate 
execution. 

Few persons have any idea of the inaccuracy of architectural works 
generaUy. That of Gaily Knight,' for instance, has been frequently referred 
to authoritatively respecting the architecture of Italy ; yet in the plate, in that 
work, of the church of San Michele of Lucca, the ornaments on the walls 
between the arches have been drawn entirely out of the draughtsman's head ; 
flourishes of the pencit being substituted for the monochrome figures. The 
degree of fidelity of the drawing in Plate VI. of the Seven Lamps of a single 
ardi of this church, I can only illustrate to you by a particular instance. Just 
above the head of the strange long-eared quadruped at the top of the arch, the 
sloping border of the block of stone out of which he is cut is seen to become 
thicker, and to be divided by a line which looks like a mistake. In that place, 
the block of serpentine above did not fit exactly into its place, and the builder 
has fitted in a thin wedge-shaped bit of marble to fill up the gap, which la 
maiked by the double line. In like manner, it will be noticed that the parti- 
tion between this quadruped and the horseman in front of him is double, while 
all the other partitions are single bars of marble^ — this also is fad. Such a 
degree of accuracy as this may perhaps at first appear ludicrous — but I have 
always held it for a great principle that there are no d^reet of trvih ; and from 
habit I have made it just as easy to myself to draw a thing truly as falsely. 
The accuracy of the other plates, excepting those specified as taken from some- 
what obscure Daguerreotypes, is not less; and I believe a time will come 
when even their execution will be thought better of than it Is at present. 
That, however, I contentedly leave to public judgment One point by-the-bye 
should be noticed, that, as tiie plates are all of fragments, I did not think' it 
necessary to risk losing some of their accuracy by reversing them on the steel 
— and they are therefore reversed in the impression. 

I remain, my dear Sir, 

Very truly yours, 

J. RUSKIN. 

Omttuty, by Henry OaUy Knight, F.R.S., F.8.A. ; 2 vol*,, 1842. The lUiutratioD of 
San Michde, Lucca, is Plate 14 in voL iLJ 
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II 

THE MSS. OF "THE SEVEN LAMPS 
OF ARCHITECTURE" 

WITH ADDITIONAL PASSAGES 



The MSS. to which the editors have had access in the preparation of this 
volume are (1) the HS. of the book, together with various sheets of eariier 
drafts, (e) a copy of the second edition (1855), corrected by Rtukin for the 
revised edition of IS 80, Both of these are now the property of an American 
collector, who purchased them from Mr. George Allen in 19OS. A detailed 
collation of all differences between the MSS. and the printed text was, how- 
ever, made before the MSS. were parted with, and tnis collation has been 
repeatedly used in the present volume. A reproduction of a pag« of the 
MS. is also given (p. SS8). 

One or two of the early sheets are headed "Sutton Bonniagton, Longh- 
borough" (Yorkshire), having, as it would seem, been written there, whra 
Ruskin was travelling to Scotland in the spring of 1848. 

On the back of one of these sheets is a draft of the scheme for the whole 
book, which bears out the author's statement (see above, p. 138 m.) of the diffi- 
culty he had to keep the number of the " lamps " down to seven. This is the 
scheme :* — 



„ „ Beauty. 

„ „ Purity — Power? majesty, etc., in severe lines and 
simpUdty, 

Palasso Vecchio. Civic buildings in nan- 
deur, etc. Doge's Palace, Palaxso Pitti, 
Strozsi, Warwick Castle, and Italian towers, 
etc 

„ „ Obedience ? Order f in composition, subordination 
of parts, etc 

Necessity of universal return to Early 
Englbh, if anything to be done in England — 
beM of obedience, then freedom for &ncy in 
details. Type : North transept of Rouen. 

* [Cf, the much earlier note given above in the Introdactloiij p. udii,] 
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Lamp of Hirtoiy. Veaemtion for past works as well as 
record in new ones. Class under this, Ambi- 
tion? 

Under this certainly plnce Age, Pictur- 
esqueneis, etc. (The picturesque not in 
decay; head of donkey and horse, decayed 
apple and sound one.) 
„ „ Life. Various character of buildings. Vitality in 
ornament. 

Some additional passages from the HS. have already been given (e.g. pp. 
Si, 45, 125, 19s), and examples of interesting variations have been su[q)lJed, 
la notes under the text It remains in this Appendix to give such longer 
passages as seem to be of interest 

PREFACE 

The following are the preliminary drafts of the Preface (to edition 1), re- 
ferred to on p. S n. 

The MS. (it should be explained) contains three drafts of the opening 
portion of this preface. The longest (a) is the original of the preface to the 
fust edition, but after the 4th paragraph, ending " at the correspondent ex- 
tremitiefl," (above, p. 5) the following passage is added : — 

" I have to thank M. de Harn',' a youog French artist, whose works 
will probably be soon known and highly esteem^ among us, for much 
valuable information on the subject of engraving, of which I wish that 
I had made better use." 

The MS. does not contain the final parsgrspb beginning "I could have 
wished," but concludes with adding (after the word " Flunboyant ") "and 
Salisbury, as a fair tvpe of the early English, and early English decorated." 

In the second Ms. (() the first two sentences are almost identical with {a) ; 
but in Uie next sentence the words " obtained in every case " down to " the 
o[4nions founded apon them " (above, p. 8) are left out, and the MS. proceeds 
as fellows : — 

"I am prepared to bear the charge of Impertinence, which can 
hardly but attach to the writer who assumes an attitude of anthorify in 
his remarks upon the practice even of a single art — much more of 
several But there are some things respecting which men feel too 
strongly to be silent ; and, I think, some also on which they feel too 
strongly to be wrong ; I have been grieved into this impertinence, and 
have suffered too much from the destruction of the Buildings that I 
loved, and the despite done to the Palnten that I reverenced, to reason 
cautiously respecting either the modesty or the probable advantage of 
my appearance In their Defence. 

^ [Louis Marry, bom ISlfi, a pupil of Jules Duprtf, engraved several pictures^after 
Rembrandt, Corot, eto. He died in 1850.] 
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" It has, howvrtt, been justly Mid, that Any tnveller who would tet 
down simply mxI exactly what he bad beard and seen, coold hardly &il 
of Dotjng Bome matten which mfsfat interest man; wiser than bimself, 
and I beliere that at least in the alwafi perttmal obaerrations which 
are scattered throngh the following pages, there may be something of 
valne even to the experienced architect. 

" But as for the opinions with which they are aiK>ciated, I have set 
them down first because I coold not help it ; and secondly beeaose in 
the midst of the opposite and uncertain principles which appear in ooi 
present architectore, a positive appearance of any kind bms, I tbink, a 
pleasantness about it, and perhaps some usefnlness, even though it be 
wrong ; as even weeds are of use that grow on a bank of sand. I have, 
however, some right to speak npon this subject, as I have loved archi- 
tecture — to my much sorrow,' more than most men, and passed m<K« 
time among tbe older examples of it than the profeasional occupations 
of the architect commonly leave to him." 

The third MS. (c) U as follows :— 

"The observations which form the subject of the fcdibwing pages 
were originsUy thrown together in the preparation of one of the sectiaits 
of the condnding volume of Modem PauUert. Finding, however, that 
they assumed so independent a character as somewhat to interfere with 
the symmetry of the mote comprebensiTe essay, and believing also that 
tbe course of the abuses which they deprecate is so rapid, and the 
urgency of tbe needs which they represent so immediate, that their 
usefulness, if any, would be materially dimixtiihed by any further delay 
in their public^on, the writer has permitted them to appear in a 
separate form. 

" He has to express his obligations to a young French engraver, 
M. de Marvy, whose works will probidjly be soon, as they deserve, well 
known to the public, for the communication to him of the means by 
which be has been enabled to engrave nine out of tbe twelve of the 
illustrations of the volume,* entirely with his own hand, and to render 
them very nearly facsimiles of drawings in every instance made on tbe 
Spot, with care more scrupulous than he has found usual, even in archi- 
tects' drawings, to preserve not only the proportioos, but the true li^t 
and shadow of their subjects. In one or two cases, details or arrange- 
ments of chiaroscuro which were incomplete in the author's memonutda, 
have been supplied by reference to daguerreotypes taken under his 
superintendence. 

"(The three line engtavings are from tbe author's drawings , 

Plate etched by him and finished by Mr. J. C Armytage, Plata 

and by Mr. Armytage and Mr. J. Cousen.') 

" He has only further to express his regret that toe delay in the 
publicatitm of the volume of which the present chapters were Intended 
to form a part, should be prolonged, but the time requisite for the 

' [8m, for inatsnce, p. xxix. sbove, and Vol. IV. p. 41 n.} 

* fni« number of platM was, however, nltiinataly 14, all of whioli (En the first 
sdition) ware etched by Rnakin himsel£ 'The three Ime sngiaviDgB referred to above 
were not iuolnded.] 
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amnffement of evidence only to be obUined bv research in vaanj 
bnncDCB of physical science as well as of art, and the care especially 
necessary in the statement of vievi liable to no ordinary sure of 
oppositioD, render such delay altogether uoavoidable." 



INTRODUCTION 

Next we may notice the preliminary draft of the Introduction to the work, 
referred to on p. 19 r. ; — 

" It is properly a subject of ridicule, and sometimes of blame, when 
men propose to themselves the attainment of a perfection, in any kind, 
which experience or reason, had either been temperately consulted, 
would have shown to be impossible under the conditions of their 
actioD, or with the means at their disposal But it ia a more danger- 
ous, because a leas ridiculous error, to peinnit the consideration of 
human means, or even of natural limitations, to interfere with the 
abstract conception, or hinder the reverent acknowledgment of good- 
ness and perfection in themselves. Nor can any enterprise be wisely 
conducted, nor any object in the highest degree of its capabilitiet 
attained, unless the understanding of the nature and nobilt^ of the 
end precede, and be kept distinct from, all consideration of Uie means 
and materials thereunto : so that doubtfulness of the one may not 
cause indistinctness of the other. For the fewer and feebler these 
means may be, the more necessary it is that they should be used with 
discretion, and precisiim, and energy, which can only be when the 
perfectaess of Uie thing to be reached is absolutely proposed, and 
when the entire admlrttblenesa and difficulty of what is to be done 
are comprehended. I find, however, that In their discussions of 
operations in which the powers of man are the instruments, most 
writers, desiring to th6w their wisdom by an accunte, and their 
humility by a modest estimate of their Instruments, and thus en- 
cumbering themselves with considerations of facts which no single 
experience can be long enough, nor any human experience authori- 
tative enough, absolutely to arrange or to value, have lost sight of 
those general and simple principles of right and of desirableness, to 
which a man's sense and conscience, aided by Revelation, are in all 
subjects faithful guides, and which, if set fairly enough and often 
enough in their simplicity before the eyes and the thoughts of men, 
would at all events give true direction to their powers — unknown as 
well as known — rendering therefore their success surer and higher; 
yet teaching humility better by their absolute unattainableness than 
the Ignoble calculation which sets before the sight nothing but what 
the hand can reach, and contemplates rather the decrepitude of the 
limb than the reward of the journey. 

" To regulate the aims, is a nobler work than to order or husband 
the powers, of men, and a work which must be done the first ; accept- 
ing always as a certain truth, that when approach to an object is 
impossible there is crime in desire, and when approach ia possible. 
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in despcmdeiice. Tbere ig also the further tUnger attendant <m the 
habit of too coldly calculatiDg our power; not only that our short- 
comlngt may be greater, but that we may be more easily reconciled to 
them, aod even led into the error — fatal especially in moral labjectc, 
of thinking that what is man's utmost is in itKlf well, that evil ia 
diminished by its apparent compnlsorineis, or in other words, that the 
necessity of offences renders them inoffensive." 

Following the above, on the same sheet of white quarto, is this note : — 
"Then intooduce apology for bringing arguments ironi divine things, showing 
that all principles that are worth anything muit be drawn from them." The 
apology in question will be found in the test (see above, p. M). 

The following unpublished passage, headed "Introductory S," is also 
among the MS. sheets of the "Introductory" chapter. Its main ideas are 
given in the second and third paragraphs of tiie text (see pp. SO-SS above): — 

"... ruling necessities, to be interfered with by too minute a cal- 
culation of the impediments of which their removed position preventa 
them from justly estimating the magnitude. Every analogy of arduous 
practical life di^cts us to this division of function : and as the fisher- 
man contendiug with waves and currents, leaves his comrade <m the 
cliff to mark for him the movements of the shoals, and the soldier 
descending into conflict concerns himself only with the point oi earth 
' which he has to hold or to win, leaving to another the direction of his 
energy and disposal of his life, so must all men in their struggles with 
difficulty of whatever kind either submit themselves to guidance from 
those who are not so engaged or else are not encircled by its intri- 
cadea, or, to their great loss, become themselves alternately soldier 
and leader, and alternately labour and consider, as the traveller 
involved among the rifts of a glacier must concern himself for a time 
only with his extrication from a gulf or his passage of a chasm, and 
then pause to calculate his advances, and determine the moat prudent 
direction of renewed effort. Nor in the accepting of divid«f duty, 
must we forget the frequent need of that charity on both sides whi^ 
forgives to those who direct their sometimes slight and inconsiderKte 
estimate of obstacles they have not to encounter ; and to those who 
execute, the &ilure or discouragement which may seem to such Incon- 
sideration unaccountable or premature. 

" It is not therefore to ask respect for the theories of right which are 
advanced in the following pages, but to ask pardon for their apparent 
wildness and disregard of probable means for their working ou^ that I 
remind the reader of the peculiar necessity of due observance of their 
principles in subjects uniting the techniul and imaginative elements 
so essentially as the Art of Architecture, uniting them as closely as 
humanity does the soul and body : but with a more infirmly balanced 
li^)ility to prevalence of the Lower part over the Higher, and of the 
nice embarrassments of the Constructive over the purity and simplici^ 
of the Beflective Element. It is not, I repeat, to ask respect for the 
theories— let the reader test them as merciiessly as he will ; if they be 
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true or right I h&re no fear of their not being acknowledged, else I 
should contradict what I have just said, that every man's sense and 
feeling are enough to determine for him what is right, or in other 
words, that the candid theorist's is the easiest and perhaps least 
honourable of all necessary work. But in order to account for the 
simplicity with which that work has been attempted, and for the 
apeculatiTe breadth of the greater number of the positions which I 
have taken, 1 can only allege my conviction of the necessity of ex- 
tricating from the confused mass of partial traditions and dogmata 
with which the art has been encumbered by its unconsidered practice, 
those large principles of right which are applicable to every stage, 
style and rank of it ; which demand no concUtions, imply no limita- 
tions, and which in brief I believe to be so verily the roots and head- 
most springs of all architectural success, that the highest measures of 
that success are attributable to this influence, and the lowest, without 
it, impossible. I do not think that I claim too much for these in 
calling them the Lamps of . . ." (continued as In the text, p. 2S 
above). 

CHAPTER II 

The following seems to be a rejected draft of the opening portions of the 
■ecood Chapter : — 

" There is not a more dangerous enemy to the practice of any virtue 
than an over regard, or even an habitual reference, to its results. 
Indeed it is in strictness of language not virtue, but worldly wisdom, 
with whose biddings we comply, when our object is the award which 
has been divinely assigned to the doing of duty ; instead of the duty 
itself. This u both confessed and comprehended in deeds of charity 
or of devotion. The love is the virtue, not the act or exbibitiou of 
love ; and although love cannot exist without acting, yet the act would 
be useless if the act were caused by any other motive than love. And 
the love is as much a virtue when ft is fruitless as when it is effectual. 
This is the first and most trite of moral principles. Yet with respect 
to the virtue of truthfulness we are apt to lose sight of its essence as 
a character well pleasing and divine ; and to regard only its necessity 
in the dealings of men with each other ; so that deception which is 
not harmful is scnnetimes called innocent. Nevertheless truth is to 
be sought for its own sake as much as charity : and a breach of truth 
is criminal in itself, even though attended by no evil consequences, 
as a breach of charity is criminaJ, though not manifested in malignant 
action. I trust that there is no occasion for me to argue this point, 
when simply stated, and yet in consequence of our not often enough 
contemplating it, there has arisen such a laxness and flexibility in our 

Eractice of truthfulness, as irequently to leave the very estates of - 
onour and dishonour divided only by a blind path. How much of 
evil has arisen in the world from the mere neglect, not the determined 
violation, but the idle and flippant regardlessness of truth in minor 
matters, I may more wisely leave the reader to consider than myself 
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pretend to preach ; obserriog this only, th&t no mAtter can indeed be 
trifling, and no occasion contemptible, which affords opportunity for 
the exercise of so noble a Tlrtue as truthfulness ; that to speak, truth 
with care, constancy and predmon is nearly as difficult, and perb^ts 
as meritorious, as to speak it under intimidation or penalty ; and that 
{tic) which I trust, there are men in the world, many, who would hold 
to truth at the cost of future or life, there are few who hold to it at 
the cost of a little daily care, thought and self-sacrifice. Now this 
should not be, for seeing that there is of all sins no one more flatly 
opposite to the Almigh^, no one more 'wanting the good of virtue 
and of being ' than this of lying, it must be a very singular and refined 
insolence and folly to fall into the foulness of it on small and light 
temptation ; much more in sport and for pleasure : and therefore abore 
all things it is becoming a man of honour to see that no trace of lying 
enter into those noble pleasures to which he looks for teaching as well 
as for rest, especially into such as are connected with the aits, for 
though ,it may remain a matter of disputation how far concealments 
and deceits may be tolerable or necessary in war or policy, or in the 
goremment of inferior creatures, or of nations, or in stem nccenities 
and difficulties, it can be no matter of dispute whether they are 
tolerable in our pleasures : all pleasures which depend apon them 
must be base, and with all severity to be condemned and avoided. It 
needs, however, some acuteuess and discretion to determine in sn^ 
subjects" [here this passage breaks off*]. 

CHAPTER III 

A half sheet of foolscap is with the MS., containing a rejected portion of 
le of the opening paragraphs of Chapter III., as follows : — 

" It will be well, therefore, to endeavour to follow in reasoning what 
the involuntary action of Memory would seem to su^^est, and to see 
what are indeed the universal roots of this enduring nobility ; not dis- 
tracting ourselves, if possible, by any considerations of the styles of 
places or epochs ; nor pennitting reference to mechanical conatnictioo, 
except where the perception of it seems to be an element of the feel- 
ings in question. These two branches of feehng, based on the acknow- 
ledgment of power, and on the sense of beauty, are evidently not 
incompatible though distinct. The former often includes the latter and 
has precedence of it ; and as regards the spectator, it is a nobler thing 
to reverence the work of the master spirit than to delight in the fair- 
ness of the external form ; and as regards the architect, the expression 
of majesty depends exclusively upon dispositions of bis own ordering, 
that of beauty frequently upon imitations of natural objects made lovely 
to his mind and for his choice. 

" What, then, let us first ask, are the essential characters of that 
architecture which has for its chief object the awakening of the sense 
of awe or veneration ? 

" And much it is to be desired that the understanding of these noble 
characters were commoner among architects than it is." 
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Another sheet has the following fragment : — 

" I beUere, therefore, that we mmj broadly assume, that a building, if 
it have merit at all, will have one of these two characters distinctively 
developed ; and that by fixing our attention upon one or other of them, 
and striving to realise It alone in our designs, we shall succeed better 
than by endeavouring to unite the two in a perfect splendour ; and this 
not only because in the work of nature herself they have different 
places iad functions, but because Architecture has herself two forms 
of energy : one imitative, in which she copies natural organic forms as 
being able to imagine none fairer; the other disposing and modifying 
such forms to her own will ; and it is this last action which gives to her 
work that spirituality which seems to me its most awfol attribute. 
Without, therefore, entering into any question of the nature of the 
sublime or beauUfdl, but assuming those natural appearances and forms 
to be such which are generally so esteemed, let us observe what 
peculiar conditions of both these characters result in architecture Irom 
its governing power on the one hand, and Imitative choice on the 
other. 

" When this modifying power is displayed together with a choice of 
the natural forms or resemblances which moat harmonise with it, we 
have a miyesty nearly as great " [here this passage breaks off]. 

CHAPTER IV 

The following paragraph in the MS. was omitted from the printed text 
of chapter iv. ^ 1, S (see above, p. 140) : — 

"This incapability of human invention to advance without aid tnaa 
natural form is especially shown, it seems to me, in the iailures which 
attend any attempt to ornament features of a size larger than those of 
which nature furnishes dtcoraUd aampiet. We may find a striking 
instance in the diflicul^, noticed already in the third chapter, of 
ornamenting large curvilinear surfaces. Of small masses, spherieaJ or 
oval or cylindrical, or otherwise bounded by curved superficies, nature 
has furnished us with innumerable examples decorated with the moat 
lavish richness : and for his ball or boss or rosette, or finial or column, 
the architect has ready to his hand millioas of models in the family of 
the Badiata ' and Molluscs, and in starry and globular vegetables. In the 
star fishes, the echini, the sea anemones, the crabs and sponges, In all 
the genera of the rose, in the pine cone and apple, in the artichoke, 
thistle, and thousands more, together with every forest stem which 
ivy elaape or briony climbs ; there is not a sea wave but casts on shore, 
not a n,y of light but colours and opens for him, some new model of 
perfect form. But let him beware how be magnifies these from their 
ordained proportion. I do not know any mistakes bo common or so 
fatal as that nnhappy idea (which I have combated in another place *) 

> [SmVoI. IV. p.95n.l 

* [Uadtm PaiaUrt, Tol. U. sec. i. chap. *i. § 10 n.. Vol. IV. p. lOa] 
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tluit the proportioiu or tonaa of k mutll thing are good for a great one. 
It )■ a most palpable yet a most prevalent abaurdity . Ever; right 
form, whether in nature or in art, ia fitted to a given aise, and becomes 
monstrous if it ia expanded. You must not surround jour columos, 
because they are twelve feet in diameter, with ivy Leaves two feet 
long ; you must not build a dome three hundred feet from the ground 
on the pattern of an ariichoke' or a sea urchin. If nature has 
furnished no decorated example of a similar siie, you cannot decorate 
at alL Your invention wilt be of no use to you ; you will have to 
divide your object into parts, and treat those parts separately, or if yon 
leave it a mass, to let that mass alone. And this is pre^sely what 
takes place in the case of Large curvilinear surfaces. Every attempt to 
adorn them has failed, and the rich patterns of the domes of the 
Caliphs would look contemptible beside the plain roofs of Sta. Maria 
del Fiore and St. Paul'*. Yet if you are not content with the rude tiles 
and grey metal, you may do better if you will look to your teacher's 
work. Nature builds domes though she does not decorate them, some 
dark, indeed, and stem, like those that stand on bases of black pillars 
above the valleys of Auvergne ; ^ but some most light and &ir. Watch 
the lines of snow wreath and gradations of sunset shadow on the frvnt 
of the Dome du GoAter or Mont Blanc du Tacul,* and consider bow near 
you might come to them with a pure dome of rosy marble." 

In another sheet of MS. part of the above runs thus : — 

" If nature has famished you with no decorated example on a similar 
or approximate scale, you must either divide the object into bold parts 
' and treat those parts separately, or else leaving it a mass treat it with 
a surface decoration independent of its form, as in interior mosaics or 
frescoes. And as this method is especially inexpedient on the ontside 
of domet, their interior being like a panorama surface susceptible of 
effects of extended space, while their exterior is always of marked 
outline and of definite light and shade, so that their specific form 
cannot be conquered, every attempt," etc. 



CHAPTER VII 

"The Lamp of 

" If it be true, as I have sometimea feared it is, that Poetry is 
gradually losing her power over our hearts, I should look for the cause 
of her diminished dominion less to an alteration in the tendencies of 
popular thought or the channels of national enthusiasm, than to her 

Jrhe MS. first reads " pinMppIe." j 
auskin travelled in Anvet^rns in 1840 (sea PrteUrila, iL ch. il g 22). He faeie 
I the characteristic volcanic domea or craters of the district ; ^. the Letter to 
Dale, "the volcanic clifis and black lava* of Auvergne "(VoL L p. STf}.] 
' [See the deMriptJoni of these cited in Vol. ni. pp. xxvL-xxm] 
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own mbuEe of an influence whose coatinuance from the beginning de- 
pended, aa to the end it must depead, upon the purity and justice with 
which she eruhrined truth and directed emotion. And in nothing more 
has her forfeiture of her own privileges and betrayal of her mission 
been more singulariy evident tlum in the constancy with which her 
words have been dedicated to the setting forth In every colour that 
could either adorn it or diaguise, that worst and wildest phantom of 
mental hallucinatioa, that most treacherous and subtle dream of all that 
entrap the unregulated desires of men — Liber^ ! 

" Most subtle indeed of all dreams — and least substantial, for the 
feeblest ray of reason might show us that not only its attainment but its 
Being is impossible. There is no such Thing in the Universe, there 
never can be. The Stars have it not. The E^rth has it not. The Sea 
has it not — the Pestilences and Tempests of the Air have it not ! And 
we men have the mockery and imagination of it sometimes only for our 
worst and most merciless Punishment. 

" In one of the noblest poems, for its imagery and its music, belonging 
to the recent school of our own Literature, the writer has caught mun 
the contemplation of inanimate nature, the lire which kindles his pain 
of this wild and fatal abstraction. But with what strange &l]acy of 
Interpretation — for if there be any one principle more widely preached 
than another — more deeply proved — more strenuously exhibit^ — more 
unconditionally and absolutely accepted — by every atom of visible or 
demonstrable creation ; that principle is not Liberty, but Law. And as 
I have already asserted, and shall afterwards endeavour more certainly 
to show, while a certain degree of apparent freedom is necessary to 
admit of the sufHcient individuality in the markings and energies of 
things " [here the draft breaks off; the passage was re-written in the 
text, see above, pp. 848-249]. 

" Of the laws belonging to its excellence, and more especially where 
numbers are to be concerned in its production or practice — the licence 
which is left to the workings of individual minds is more severely with- 
drawn. In this respect architecture is greater than other arts — greater 
in proportion to the severity of her laws : for it is owing to her noble 
relations with all that is universally important to men : with the daily 
life, the polity, the history and the religious &ith of nations, that it is, 
and imperatively, a condition of her very existence that she should 
accept and show forth figured and embodied in her forms and systems 
— those great principles of Obedience and of Loyalty to which their life 
owes its happiness — their poli^ its power — their History its pride, and 
their Faith its Acceptance. 

"Without, therefore, the Ught of experience — without any aid 
but that of the simplest evidence of reason — we might firmly con- 
clude ..." [continued as in the text, above, p. 2ffl]. 
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MINOR "VARIJE LECTIONES' 



All the more Important wUtions between the vftrions editions have already 
been given in footnotes to the text. For the nke of completenen, the re- 
maining variations are here given. A few quite obvioiu misprinttj and some 
trifling variatlon> In spelling and punctuation, are not, however, enamerated. 
Nor are the errata noted in cd. 1 (see p. li. above), and again in 1880 ed. 
(see p. lilL above) here repeated. 

Pr^faet to ^rtt BdUioft, g 4, line ff, mL 1 omiti "as a" ; and in line 6, reads 



i¥tfiK» to Steoitd BditUat, line 17, in the reprint of part of this pre&ce in the 
1S80 and later ads., the word " have " wis insertad betwasn " I " and " found." § 2, 
tliird Una Aom end, 1880 ad. reads "artistic" for "artiBUcal" (and so below, § 6, 
llnel). 

Oh. i. % i, Una IB, small ed. (1890 and later) reads arroneanalf "penpeetive*' 
fiir " praspeetiva." % 8 (in tlia omitted passage, see note on p. 41), ed. 1 omits the 
word "altogether" after "church decoration." 

Ch, H. S 2, line 18, ed. 1 reads " the force of instances few and iamiliar " ; § 8> 
line 23, "buttress" not italicised in ed. 1 ; line 41, "being" omitted in eds. 1 
and i; % 11, line 17, for "th^r mere weight and strength," ed. 1 reads "the 
wdgbt of the one and the strength of the other"; § 14, lines 10 and 2(, ed. 1 
omits "The" bsfore "first" and "second" ; % 17, line 24, ed. 1 inserts "of" tie- 
tween "than" and "that" ; g 31, the words "since all stoaa . . . bj hand," not 
bracketed in eda. 1 and 2 ; § 28, line 46, eds. 1 and 2 have not a new paragraph at 
"So fell the great drnastr . . ." 

CK m. g 2, line 10, ed. 1 has a full stop after "at once" ; g 13, lines 23, 24, 
for "often serious" ed. I reads "serious often"; g Ifi, line 5, for "Sir Charles 
Bastlake" ed. I resda "Mr." 

Ch. to. § 10, Une 13, for "affect" ed. 1 reads "effects"; 8 lines from aid, all 
previous eds. misread "Fuligno" for "Follgno"; § 33, line 6, far "Sir Charles 
Eastlalie" ed. 1 reads "Mr." § 39, line 20, eds. 1 and 2 have a comma after 
"fhU." 
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Ch. V. g 1, UneOj for "inwpanUy" ed. of 1880 read* incorrectly "mMpanble"; 
% 8, Una 2S, od. 1 omiti "of" before "those of punting." § 21, line 17, for "have" 
ed. 1 reads "has"; line 33, ads. 1 and 2 do not italidse "cold"; Mreath line 
from end, for "the lowest two" ed. 1 reada "the two loweet." 

Ch. vii. § S, lines Sand 4, for "ia ever to beeought in itself" ed. 1 reads "are . . . 
in themselves." 
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